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PREREQUISITES 


A workable knowledge of scales, chords, chord progressions, sight reading, and a familiarity with the musical 
vocabulary (i. e. rhythms, melodies and harmonies) of early improvisational styles such as bebop, swing, 
Dixieland, blues, or rhythm and blues etc., is helpful to derive the maximum benefit from this book, especially 
if its study is unsupervised. 


Preface 


Every musician who has seriously tried to improvise knows that (for an instrumentalist) the art of improvising 

is no less than the ultimate musical challenge, demanding one’s total musicianship in every moment of the 
+ 

act. 


Today the subject is so vast, so potentially complex, involving a myriad of topics, aspects, techniques and 
materials, that even highly motivated students with comprehensive musical backgrounds have difficulty 
deciding where to begin or how to advance their study. The question often arises: “How will | ever learn to 
do all this?!” 


The fundamental answer, of course, is: One step at a time. Though this doesn’t explain specifically how to 
get the job done, it does help put the problem in perspective. But then what? What exactly are the steps 
that lead to ability? In which order should they be taken? What will be required to master each one? These 
are the questions | have explored in this book, resulting in a rather unique one-thing-at-a-time approach to 
studying improvisation — one that incorporates discipline, technique, creativity and musical intuition. 


| practice the approach regularly, and have used it with considerable success to help students at numerous 
levels of development; some with only the minimum instrumental skill and musical background necessary 
to begin studying improvisation, and others more advanced - including professional players. Ithas been used 
by the Performance Studies Department of Berklee College of Music in Boston for teaching improvisation 
classes since September, 1988. 


Learning to improvise, like learning anything that demands both technical and creative ability, depends mostly 
on you -the individual student. Teachers can only show examples of how it's done, and, as! have endeavored 
to do here, share ideas, materials and provide an organized approach to practicing which may bring you closer 
to achieving the goal, provided you do the necessary work. 


So, good luck. May Melodicles, the ancient god of improvising, forever attend your gigs and smile upon your 
solos. 


Hal Crook (Boston, 1990) 


" 


Introduction 
The Target Approach 


Due to the intricate nature of improvisation, many players choose to disregard the voluminous data available 
and take what | call the "Ready, Fire, Aim" approach to soloing. Essentially this.is when you close your eyes, 
open your ears, blow your horn and hope for the best. 


This approach has certain obvious advantages over "thinking" about what to play, since there is so much 
to think about. In fact, it is generally regarded as the ideal way to improvise precisely because it circumvents. 
thinking and sets the stage for hearing and intuition to take over. These functions are understandably better 
suited for dealing with the demands of improvising, the mind being slower and more cumbersome in its 
responses. Improvising, indeed, began and evolved significantly through such natural or “non-thinking” 
means, but the development required performance opportunities which were both more conducive (e.g. 
harmonically simple) and numerous than they are today. 


As an exclusive method of practicing improvisation, however, the "Ready, Fire, Aim" approach has serious 
limitations because of the considerable chance element involved. in other words, maybe your hearing and 
intuition will produce something new and valuable today which you can learn from, but maybe it won't. With 
a practice method so non-specific in its objective and so determined by chance, there's no guarantee you 
won'tbe "spinning your wheels" foralong time before something positive happens. Eventually, most serious 
students realize the need to organize and structure their method of learning in order to assure at least some 
regular progress, and hopefully go beyond what they could achieve through hearing and intuition alone. The 
"Ready, Fire, Aim" approach is right for performing, but the " Ready, Aim, Fire" approach should be used for 
practicing. The question is: How can it be applied to improvising? 


One can observe that "free" improvisation — or improvising without musical restrictions such as intonation, 
chord changes, tempo, song form, etc. — is valid, worthwhile, fun to do, and important to experience and 
try to do well. (I'm not suggesting that you must master "free" improvising but that you can learn things 
of value from practicing it.) However, improvising creatively and musically within the framework of certain 
musical restrictions is a more demanding challenge because it requires discipline and accuracy, and, because 
of this, develops ability in the areas associated with the restrictions. This is the guiding principle of the 
approach | have developed for practicing improvising. 


For example, if | select a single topic or aspect of improvisation (such as rhythmic time-feel, or phrasing, or 
motif development, or melodic accuracy, etc.) and focus my concentration on that topic alone while | 
improvise, I’m sure to develop more ability with that particular topic than if ! solo without any specific 
objective. Other areas may suffer temporarily, but that's okay because they’ re not being targeted right now. 
Ill work on them later. By focusing my attention on only one topic at a time (i.e., creating a restriction or 
target), lincrease my familiarity with the topic more quickly than | otherwise would, and consequently develop 
ability to work with it creatively and musically. After i've improved one area using this targeting approach, 
| move on to others, applying it in the same way. 


It's not unlike the method a mechanic uses to learn about or repair certain parts of an engine. First, the parts 
are observed in a state of interaction to understand their purpose, function and relationship to the whole. 
Then, they are isolated (removed from the whole) where they can be examined individually, studied more 
closely, and fixed if necessary, i.e. improved. Finally, they are reassembled and tested again in relation to the 
rest of the engine. 


Imagine trying to understand, correct or improve the general working order of anything comprised of 
numerous parts without going through this simplification process. You begin to see why many players make 
slow, erratic progress (if any) with their improvising, i.e. they don't break down the greater problem into 
simpler, more manageable ones. 


Itshould be strongly emphasized that the target method is more appropriate for practicing improvisation than 
for performing. In performance versus practice situations, | would recommend that the improvising happen 
as naturally as possible, which means controlling it more by ear and intuition than by thinking. But the 


important point is that after a sufficient amount of focused, concentrated practice, the individual topics 
targeted and studied will appear in your improvising by themselves, more naturally and intuitively, without 
you having to think about them much, or at all. This approach to practicing is actually a way of conditioning 
the intuition to balance and contro! the individual elements of soloing more musically. [Note: Students who 
discontinue practicing a topic because they're capable of achieving good results when they consciously try 
to demonstrate it must realize that much repeated practice is necessary at the conscious level in order to train 
the subconscious to respond accordingly. ] 


When you first begin to use this method of practicing, your improvising may sound somewhat predictable, 
limited, or unimaginative because of the restrictitions. But do not be concerned if your solos do not always 
feel or sound complete, like the “finished product”, when practicing. Eventually they will sound much better 
than your usual finished product. Remember that you are focusing on only one aspect of improvising at a 
time when you practice, which challenges you to improvise accurately and musically within a limited area in 
order to develop greater ability in that area. This is the major difference between practicing and performing. 


Of course, you should practice “performing” also, which means, in this case, playing without a specific 
objective or restriction. In this situation, you're freer to play whatever you want, which is the way it should 
be with performing. But this freedom can easily be abused if it's the only playing experience you have. You 
won't necessarily learn anything new from practicing without a particular objective (restriction), especially 
if your aim is to learn something specific. To learn something specific you must aim at one topic or aspect 
at a time with all your attention to fully understand, explore and improve that area alone, and as a result, 
strengthen your overall ability to improvise. 


You've actually been using this one-thing-at-a-time method to learn music from "day one", since the first 
note, chord or scale you were given to practice. There is really nothing different about it here except that it 
is applied to topics related to improvising. The main thing, then, to keep in mind about practicing (versus 
performing) improvisation is: Improvise creatively and musically but within the framework of a selected 
restriction. 


After practicing a single topic for a while (e.g. 30-40 minutes), it's important to spend time improvising 
without thinking about the restriction, i.e., by ear and intuition, and notice what happens. (Recording the 
solo is helpful for this.) Your soloing may sound more mature right away because of your readiness to improve 
- or it may take more time. But in either case, it's encouraging and reassuring to know that you're pursuing 
progress in an organized, methodical way, which sooner or later is bound to produce positive results. 


Selecting topics to practice first, second, third, etc. is mostly an individual matter, depending on your 
readiness. My suggestion is to start at the beginning of this book and proceed at your own pace through the 
order in which the topics and materials are presented. After Section I, you may select them by preference, 
provided you: (1) understand them theoretically, (2) have an accurate aural image of what they should sound 
like, and (3) have enough instrumental skill to execute them. 


You may choose to practice a particular topic for one day or for one year, depending on how much you feel 
you are benefiting (or could benefit) from practicing it, or depending on the fundamental importance of the 
topic and how severe your weakness is. It is not necessary to practice each topic to the point of mastery, 
though, before moving on to others. The first several topics of the book have been selected because of their 
basic importance to quality improvising, and because many students need improvement in these areas. Much 
can be learned also from repeating a topic after taking a break from it for a week, a month, or even longer. 


How long you stay with a topic should also depend on how much you like it, or how interesting itis to practice. 
Enjoying the practicing experience is crucial if you expect to retain anything of musical value, or if you expect 
to continue practicing at all. The kind of enjoyment you get from practicing improvisation, though, is not 
necessarily the same as that of performing, especially if you are using the target approach. Practicing this way 
generally requires more discipline in order to stay focused on the objective of the exercise (the topic). This 
doesn't always come easily and therefore is sometimes hard to enjoy, but discipline is extremely valuable and 
with perseverance will become more natural. The way to ensure that you improve and have fun as well is 
to divide the day's practice time between working on individual topics and playing without any specific 
objective other than having fun, i.e. performing, focusing more on the spirit of the solo than the techniques 
involved. 


Each topic in the book is explained and demonstrated using written musical examples. Many of these 
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examples have also been recorded to aid demonstration and are available on cassette tape. Such examples 
are indicated by the letter “R” appearing after the example’s identification numbers. For instance, an example 
marked 1:238 means: Section Il, 23rd example, has been recorded. Melodic examples may occasionally 
require octave adjustments or transposition to other keys to accommodate the range limits of certain 
instruments. All topics are accompanied by suggested exercises and a sample daily practice schedule, which 
can be modified to fit your own needs or liking. In general, the exercises and practice routines you either create 
by yourself or have a hand in creating are the most effective. 


Topics, Settings and Materials « 


For clarification, | have organized the components of improvising into three basic categories, labeled as 
follows: When To Play, How To Play, What To Play. 


When To Play 


The category When To Play deals with controlling the quantity of playing and resting done in an improvised 
solo. This is called "pacing". It emphasizes using space or rest as purposefully as one uses notes in order to 
balance activity with non-activity. Throughout the book, | refer to it also as the play/rest approach, meaning 
that the soloist plays an idea, rests, plays, rests, etc. Pacing is the first topic presented because, once learned, 
it enables players to relax and exercise maximum control over their improvising. The play/rest approach, 
therefore, will be used to practice all other topics and aspects of soloing.* 


How To Play 


The category How To Play involves those topics relating to solo structure, content and execution. Examples 
included in the book are: Motific playing, motif development, time-feel, stretching the time, articulation, 
phrasing, rhythmic density (activity level), syncopation, swing 8th notes, dynamics, registers, melodic range, 
and various special effects.* 


What To Play 


The category What To Play is comprised of numerous sources used to derive melody in an improvised solo, 
such as: Guide-tones, chord tones, tensions, chord scales, song melody, melodic embellishments, lower and 
* See Table of Contents for page : . 
numbers of individual topics. upper structure triads, scale patterns, and non-harmonic structures. * 


After Section |, the order of topics in the book becomes a suggested order. You could, for instance, decide 
to work for a while only on topics relating to How To Play, then change to topics from What To Play, or vice 
versa. The important things to remember are: (1) to make some progress with “pacing” (When To Play) first 
so you can use it to practice all other topics, and (2) to be reasonably sure you are musically prepared to practice 


a topic before you begin. MUR rut 


Harmonic Settings .. 
All topics should be practiced in the following harmonic settings, which present different challenges and 
degrees of difficulty: 


1. Single chord - One chord only, unlimited duration (modal style). Use various chord types, keys, time 
signatures and tempos. Examples: 


$i 156 o =76 d = 138 
AAT Ebo G79 


d جم |1 حك‎ A 


2. Chord patterns - 2 or more chords, limited durations. Use various chord types, harmonic rhythms, keys, 
time signatures and tempos. Use conventional and unconventional chord combinations. Examples: 


3 p Gy CA7 = p EAT 
EST چ ےر ےہ رر‎ q و رر‎ re 


a 13 


* The author has recorded play-along 
tapes called "Creative Comping for 
Improvisation - Volumes ۰ 
published by Advance Music. These 
recordings contain 30 chord 
progressions, available on CD or 
cassette. 
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3. Tune progressions - Complete chord progressions of standard songs in various idioms, styles, time 
signatures, keys and tempos. 


[Note: Certain topics (e. g. pacing) can/should be practiced in all harmonic settings using an appropriate 
single pitch (note) and rhythm first, and later with normal melody. | 


*4. Without chords (Using topics from WHEN TO PLAY and HOW TO PLAY only.) - No harmonic restriction, 
but in tempo with metronome accompaniment. Use "free" melody and rhythm. 


*[Note: Depending on a player's prior experience and ability, it's possible to learn a lot more about a 
particular topic (and improvising in general) when the problem of melodic accuracy is eliminated by 
removing the chords. This allows the player freedom to explore and experiment with melodic shapes and 
rhythmic ideas without being inhibited by a chord progression. (With less experienced players, however, 
this may present the problem of too many choices, or too much freedom, and in such cases should 
perhaps be postponed.) Ironically, the fluency and confidence this kind of practicing develops can make 
improvising on chords a lot easier, i. e. less stressful. One discovers that the melodic and rhythmic strength 
of an idea enables it to “work” even though its relationship to the harmony is less than totally accurate. 
This helps to overcome the fear of playing “wrong” notes on chords. It should be thought of as an 
additional way of practicing which develops the rhythmic and melodic aspects of soloing, not as a 
substitute for practicing with chords.] 


Modes of Accompaniment 


Use the following modes of accompaniment to practice the individual topics in various harmonic settings: 
1. comping tape/play-along record 
2. metronome only 
*3.another player (any instrumentation) 
4. no accompaniment 


*[Note: Improvising in various harmonic settings with one other player for accompaniment is especially good 
practice, regardless of the instrumentation. One player can solo while the other plays background (or rests), 
or both can solo simultaneously. Compared with larger size groups (trios, quartets, etc.), the “duo” situation 
makes it easier to develop the abiltiy to split your attention and concentration between what you are playing 
and what is happening around you, which is essential for musical communication. ] 


Tempo 


Try to use each of the following tempos (with appropriate exercises) every day - or every other day. 
1. medium (easy or comfortable) 
2. as slow as you can effectively play 
3. as fast as you can effectively play 
4. no tempo (rubato or “free”) 


(Note: For best results with new or difficult exercises use a medium (comfortable) tempo. For a greater 
challenge with these exercises use "as slow” or "as fastas you can effectively play”. It is also a good exercise 
tosimply practice improvising at very slow and very fast tempos, as well as rubato, perhaps for 5 or 10 minutes 
every other day, using a familiar harmonic setting so that you can concentrate easily on overcoming the 
unique difficulties presented by each extreme] 


Equipment and Materials 


Practice aids for the exercises discussed in the book include a metronome, comping tapes or play-along 
records* (which you can buy or make for yourself), and two tape recorders: One to play the comping tapes 
while you improvise, and the other to record your practicing and solos for critique and transcription. 


Listening to recordings of your solos often is extremely valuable because it makes you more aware of the 


strengths and weaknesses in your playing. This, in turn, helps you measure progress and make better 
decisions regarding what and how to practice. 


* See Table of Contents for appropriate 
topics. 


Applying Topics to Drums* 


Drummers are encouraged to apply all appropriate topics in their solos thinking melodically (like a horn player) 
as well as “drumistically”. When practicing with a live rhythm section, piano (or guitar) and bass players 
should comp for drum solos like they would for horn solos, e.g. the bass player walks a line through the chord 
progression while the piano player comps the chords, etc. Drummers can use a comping tape or play-along 
record of a tune progression - preferably without the drum track - to practice a topic when a live rhythm 
section is not available. In such cases, drummers should also practice soloing without using the hi-hat to keep 
time, sometimes using only one hand (or foot) to solo with, or hands only, etg. 


| often advise drummers to begin singing along with pitched instrument solos on records (using scat syllables) 
because it teaches them to hear and think more melodically, using space, phrasing, dynamics, etc. in different 
ways. After some experience with this they should try controlling parts of their own solos vocally, i.e. playing 
only the rhythms and ideas that they sing. Combining this approach with a more drumistic way of playing 
creates variety and enhances the musicality of the solo. 


[Note: Drummers should use concerted cymbal and drum attacks to execute sustained notes in solos (i. e 
letting the cymbal ring), and drum attacks only to execute short notes] 


About Practicing 


The best advice | can offer about getting positive results from practicing is this: Spend a lot of time on a few 
topics every day, or spend alittle time on many different topics every day, or do both, but spend time on the 
SAME topics every day. Continue this religiously until you either notice progress or realize that the practice 
material is inappropriate for one reason or another and changeit. Thirty consecutive days is a reasonable time 
limit for practicing a topic, but judge for yourself. Improvement is usually proportionate to the time spent on 
each area and the effectiveness of the exercises used. 


A personal daily practice routine is invaluable for carrying out this advice. It eliminates the out-of-control 
feeling one can get from wondering every day what to practice, how to practice, how long to practice, etc. 
A practice routine provides a way of seeing and measuring progress in specific areas, which is important for 
your spirit and enthusiasm. It enables you to take responsibility for your own development, teaching you how 
to teach yourself at your own pace, in more or less your own way, with the minimum guidance necessary. 
It also builds confidence in yourself, making you less dependent on others for correction and direction. 


Organize and structure the practice routine any way you want. After all, who knows better than you the areas 
you need, want and are ready to improve? Be sure to put the routine in writing, also. Things have a way of 
getting done, or at least of getting some attention, when ١ they’ re written down. The key thing about having 
a practice routine is simply to follow through - to use it. 


Even creating an effective practice routine may take practice! You may have to experiment for a while before 
finding the “right” combination of topics, exercises and time allotments. But give it a try. There's nothing to 
lose and everything to gain. Ask yourself how much you've improved over the past 6 months with your current 
practice methods and habits. If you've accomplished a lot, then keep doing it. But if you can't see significant 
improvement in at least some areas, or if you can't determine whether you've improved or not, you could 
benefit greatly from a practice routine, provided you follow it and use it every day. 


More thoughts about practicing... 


Meaningful improvement only happens one way - gradually, over time. No matter how long or productive 
asingle practice periodis, you can only accomplish a little in one session. But from practicing the same material 
for many sessions, even for only a short time in each session, you can make sure and steady progress and 
eventually accomplish a lot. 


Clarity of mind while practicing has a direct bearing on how much you retain, learn and improve. ideally, the 
mind should be empty or unoccupied except for the action and sound of performing the music. Try holding 
your attention on the sound of one (sustained) note or a simple repetitive exercise for several minutes at the 
beginning of each practice session. This will help get your mind centered and focused. It's easier to stay 
focused if you start out that way. 


Don't be in too great a hurry to improve. To paraphrase an old Zen parable: If you're in a hurry and practice 
2 hours a day, it may take 5 years to learn something. If you're in a hurry and practice 5 hours a day, it may 
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take 10 years to learn something. if you're in a hurry and practice 10 hours a day, you may never learn 
anything! Being in a hurry means your mind is in the future. Regardless of how much you practice, you'll never 
retain enough to learn something if your mind is not where the learning takes place - in the present. 


Practice what you cannot already do well. Be willing to sound bad or weak at first in order to sound good 
later, because that’s the only way it ever happens. 


Everything can be thought of as practice, in one form or another, even important gigs, concerts, recitals, 
recordings, etc. These events are simply great opportunities to learn, i.e. to practice for your next playing 
opportunity, which, when it comes (and it always does), will be yet another learning/practicing experience, 


Don't wait until you feel that your solos are technically “note-perfect” before you practice putting spirit and 
conviction into your music, because in that case you probably never will. These attributes are essential to 
quality improvising and need to be isolated and practiced right along with other more mechanical aspects. 


Practicing can be a therapeutic experience if you first accept your present level of ability, then enjoy the process 
of working to improve, one step at a time. This should be relatively easy to do with the help of a practice 
routine. 


In summary: 
5-Phase Practice Strategy 


1. SET A GOAL / LIMIT. 
Choose one to several topics or areas to practice daily. H you choose more than three topics, consider 
practicing them as follows: One topic for one hour, another topic for 30 minutes, the remaining topics 
for 15-20 minutes each. (However, limit yourself to six topics or less for the best results, or rotate two 
different practice routines on a daily basis. See pages 28, 29.) 


2. UNDERSTAND EACH TOPIC. 
Have a clear mental and theoretical grasp of each topic before you start practicing it, as well as an accurate 
aural image/impression of how it should sound. (The aural image is all-important because it gives you a 
mode! to imitate and sets a standard to aim for.) 


3. DEVELOP A PLAN. 
Create your own realistic exercises (i.e. practice routines) for each topic you choose to practice, or use the 
ones I've suggested. Assign your own time allotments. Exercises may be designed to combine various 
areas, e.g. melodic minor scales using triplets and syncopation. Practice appropriate topics (e. g. scales) 
mechanically (in exercise patterns) as well as creatively (in an improvisational context). Use moderately to 
extremely restrictive exercises for each topic. Don't forget to include time (each day) for soloing for the 
fun of it, i. e. putting spirit and conviction in the music. 


[Note: Make sure the exercises you practice for any given topic are technically and musically challenging 
- but not impossible or completely beyond your ability to execute. ] 


4. CARRY OUT THE PLAN. 


Just do it. Follow through. “Live” the plan daily, using the same or similar exercises. Change the routine 
only when you feel it is absolutely necessary. 


5. CRITIQUE THE RESULTS. 
Record parts of your practicing daily for the purposes of discovering specific strengths and weaknesses, 
measuring progress, noting the effectiveness of the exercises used, and comparing your playing to 
recorded examples of professional players at higher levels. (The insight and awareness gained from this 
activity alone can have dramatic effects on your ability to improvise because just performing the music 
often takes most of your energy, leaving little or none for observation — which is essential for improvement. 
Listening analytically to playbacks of your practicing gives your ears what a mirror gives your eyes: an 
accurate mental self-impression - which can be used to guide and measure your progress. Analytical 
listening means asking yourself the questions: “!s what | played musical?”, and, “What would make it 
more musical?) Try to limit serious criticism to only the area(s) targeted by the exercise used. For example, 


if the exercise focuses on time-feel, don't be too critical of the melodic accuracy throughout the solo, and 
vice versa, 
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Pacing - The "Play/Rest Approach" 


Controlling the quantity of playing and resting done in an improvised solo. 


Music can be thought of as a sound/silence relationship, and therefore space, or rest, should be considered 
an important feature. We normally (naturally) spend much more time practicind-the "sound" aspect of this 
relationship than the "silence", and consequently our solos can tend to lack balance in this area. The balance 
between playing and resting - or any pair of "opposites" - need not be equal, just musical or desirable. 
Throughout certain sections of a solo it should be obvious that the player is purposely controlling the use of 
rest or space to achieve a desired balance. 


Surrounding ideas with rest gives them shape and defintion, in much the same way a frame or border defines 
a picture inside. It allows time for the effects of the ideas to be heard, realized and appreciated by the 
audience, the band, and most of all, you - the player. Pacing is used to contrast, balance and build toward 
climactic sections of a solo, which can involve more continuous, high-energy playing. These peak points 
typically occur at or near the end of a solo, but may happen in the beginning or middle as well. Their 
effectiveness, however, depends largely on how well the solo is paced both before and after the climaxes are 
reached. 


One of the most beneficial features of the play/rest approach is that it provides the player with opportunities 
to exercise and maintain control over the direction of the solo, which can easily be lost soon after the start 
when you play continuously. It also creates an ideal situation for practicing individual topics because "resting" 
enables the player to focus (or re-focus) attention on the particular topic being studied. 


Another very important aspect of pacing is that it allows space for interaction to occur between the soloist 
and the accompanying players in a performance situation, which is crucial for communication. 


Even those players with the minimum instrumental proficiency required to begin improvising are ready to 
practice pacing and learn how to use space more creatively and musically in their solos, and so it is a good 
place to begin. 


Pacing - Exercise #1: "The General Idea" 


Improvise in tempo while focusing on the general idea of pacing throughout the solo, i.e. play an idea, rest, 
play, rest, etc. Use the following harmonic settings: 


1. one chord only (unlimited duration) 

2. a chord pattern (limited duration each chord) 

3. a familiar tune progression (using an appropriate single pitch and rhythm first, then normal melody) 
4. no chords 


Practice each harmonic setting with accompaniment, e.g. metronome, comping tape, rhythm section (or 
another player), and also without accompaniment. Continue this for several minutes at a time. Change the 
tempo, keys, chords and accompaniment as you like, e.g., daily, weekly, monthly, etc. Use easier harmonic 
settings and tempos in the beginning for better results. 


At first, the only objective is to become more comfortable and familiar with resting during a solo, so for now 
play short (1-2 bars) and rest long (2 - 4+ bars) ata medium tempo. | advise players to feature frequent periods 
of rest, and to exaggerate the lengths of rest when they are first learning; to rest until they think it's enough, 
then rest a little more, then play. Taking it to an extreme will help you learn more quickly. Later on you can 
feature frequent periods of shorter rest and less frequent periods of longer rest to create variety in the pacing. 


2CCUOT TF 


Example 1:1 Pacing (play / rest) 


Harmonic setting: chord pattern - 4 beats each chord 


CA7 A7 D-7 G7 


i 
R 
ODI DIFF FF FP 
i 
۱ 


Start P = Play, R = Rest 7 
, .. 7 A7 D-7 G7 CA7 A7 D-7 G7 


; , CA? A7 D-7 G7 CA7 A7 D-7 G7 


Gc 7 A7 D-7 G7 CA7 A7 D-7 G7 ] 


D-7 G7 CA7 A7 D-7 G7 
E => ات‎ CLL AL ELL LILLE ZA رع حر ح رح‎ AIPA || 
بدا د اشن تر ےک ا بكوك ہیس ےو جک کے دک کے جیپ ا‎ RIS سے کم سے ما مس سک لے جراج‎ EA DEDE SE ہس‎ T MR 
CA7 D-7 G7 CA7 | 
é وو ص‎ ZL كه‎ ELE 2222 ہے سے‎ 
NE CA A7 D-7 G7 CA7 A7 D-7 G7 I 
LATA A حر ح ہے‎ LLL کے‎ LLL LAPD APP PAD | 
Arn UTOR DERE RENÉ DE RD ھت‎ 6 AR با رک اھ‎ hu LI eer BR ies 
0217 A7 D-7 G7 CA7 A7 D-7 G7 
ZZZZ ZAZE ZIZA LLL LEA LLL DA ت ےس ےس ےت‎ PY 
ع كروت وت‎ ASS ته‎ A علد‎ Se toe A PARERE E 
G7 CA7 A7 D-7 G7 
4 - جد د‎ E PEPE ZEEE ALE تر‎ 
ہے‎ ot سو یو جك أن وك لاط‎ 0000090 A: A A A Dus EEE 
IMPORTANT: 


Focus on holding back your entrances, i.e. play on your second or third impulse to play, rather than your first. 
Notice that you could play at any time but are consciously choosing to wait until exactly the right time. Then, 
when you decide the time is right, release the playing purposefully, with conviction. The release can be either 
loud or soft, active or inactive, but it should always be definite and controlled. This approach helps to develop 
concentration and infuse your playing with spirit and character. 


Think about surprising the band and audience with where and when you make your entrances. This will draw 
attention to your solo. Your improvising will sound unpredictable - or less predictable. The band and audience 
will pay better attention to you because they'll realize that they don't know when (or what) you're going to 
play next. This will set the stage effectively for greater musical interaction and communication between all 
the players involved, with you as the leader. 


اننا ME REM EE EE EM MM EE Um EM M MM M NM Sm‏ حت um‏ حت m um‏ سا 
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During each rest period, listen for the "echo" of the previous idea in your mind's ear. Hearing it will enable 
you to decide whether to develop the idea or go on to something new, letting you control the direction of 
the solo. 


Initially, you might think that you are resting too much, or that resting a lot is inappropriate, extreme, and 
even unmusical. It doesn't seem like you are really improvising unless you're playing all the time. As soon as 
you stop playing you're afraid of getting lost, etc., etc. These are normal reactions if you are used to playing 
more or less constantly, without using your ears much, but it's safe to ignore them. Get into resting the way 
you've been into playing. Try to become equally comfortable with playing ‘and resting. Treat it like an 
experiment and see what happens. 


Resting will expose weaknesses in your playing (as well as strengths) which is good because you need to be 
aware of them before you can correct them. Resting will also enable you to correct them! There will be times 
when you will practice more continuous playing, but for now, concentrate on "catching up" your experience 
of using rest consciously and creatively. 


Not all great players emphasize rest in their solos. Perhaps this is because pacing is optional (or at least not 
as necessary) for super-evolved players who are are already capable of doing it intuitively. So, before you 
decide to imitate this aspect of someone's playing, remember that he or she didn't start out at their current 
level of ability. Undoubtedly, it took years of practice and experience to develop. 


Pacing - Excercise #2: "Play/Rest Combinations” 


Improvise at a medium tempo (= 100 > 138+) using one of the following Play/Rest combinations to control 
the lengths of playing and resting throughout the solo. Continue this for several minutes at a time. Select 
one of the harmonic settings and modes of accompaniment previously discussed: 


Harmonic Settings 

1. one chord only 

2. a familiar chord pattern 

3. a familiar tune progression (using an appropriate single pitch and rhythm first, then normal melody) 
4. no chords 

Modes of Accompaniment 

1. comping tape/play-along record 

2. metronome only 

3. rhythm section (or another player) 

4. no accompaniment 


Play/Rest Combinations 


|, Even-bar phrasing (easy) 


Play (bars) | Rest (bars) l Total (bars) 
1 + 1 + 2 
2 | 2 | 4 
3 1 | 4 
i | 3 4 
4 2 6 
2 4 6 
2 6 8 


(etc.) 


[Note: Play 2 bars/rest 2 bars, for example, means to play as closely as possible to 2 measures duration, then 
rest as closely as possible to 2 measures duration, throughout the solo.] 
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Example 1:2R 


Play 2 bars / Rest 2 bars: 


C7 G-7 C7 
Ge = : 2 od == = : E 1 
= HS FHO7 C7/G A7 i 
: ا كح مك‎ = = 
6 => jJ e bee = : 
6ز‎ G7 C7 A7 D7 G7 | 
SS = - == 
EAS == 
A C7 F7 C7 G-7 C7 
6^ = t E =- + ہے‎ f 
me : F407 C7/G A7 i 
3 

= ELE > f ١ 
5 D7 G7 = A7 D7 G7 : 
Gt 3 pit سس سے‎ Im چ‎ = à 
Il. Odd-bar phrasing (more difficult) 
Play (bars) | Rest (bars) Total (bars) | 

1 -> 2 ^ 3 

2 1 3 
3 2 5 ۱ 

5 3 2 
ا 5 1 4 

1 4 | 5 
(etc.) | 


0 1 E és e eee Section | 
Example 1:3R 


Play 2 bars / Rest 1 bar 


C7 F7 C7 G-7 C7 
Iga کے = ر کے‎ 
i F7 FEET C7/G A7 * 
| سس ي‎ SS ی‎ 
١ 07 G7 C7 A7 D-7 G7 


1 Play 1 bar / Rest 2 bars 
| C7 


ره سپ کے کے bet‏ 


- ہے ہے e-‏ 


G7 C7 A7 D7 G7 


=== موک ر يا 
i‏ 


تل 
etc‏ 


chords and bars go by. When the chords have been memorized, or when you're soloing by ear, apply the play/ 
rest combinations while reading only the bar lines, without seeing the chords. 


I At first it will be easier to apply the play/rest combinations while reading the music, in order to watch the 


E Example 1:4 
li Play 2 bars / Rest 2 bars 


pos ALOE LLL: 7777 کے‎ SL Ig 4 4 1111 وہ ہے‎ 


And finally, apply the play/rest combinations without watching the music at all, i.e. completely by ear or by 
feel. 


A 
1 
i 
À 
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Variations on Play/Rest Exercise #2 


1. Use one play/rest combination only for an entire solo. (Begin and end phrases on different beats of the 
playing periods to avoid extreme symmetry in the phrasing.) 


2. Change to a different play/rest combination each chorus, or every 16 to 32 bars or so. 
3. Begin the play/rest combination in the 2nd bar of the progression, rather than the 1st bar. 


4. Reverse the combination: Use rest/play instead of play/rest in order to solo on the chords which occurred 
during the rest period of play/rest. " 


5. Gradually apply play/rest combinations to more demanding situations, e.g. faster tempos, less familiar 
keys and time signatures, with and without accompaniment, etc. 


6. 1st chorus uses space, 2nd chorus uses no space, 3rd chorus uses space, 4th chorus uses no space, etc. 
Reverse. 


7. 1st half chorus uses space, 2nd half chorus uses no space, continue throughout solo. Reverse. 
8. Asections of song use space, B sections use no space, with songs using ABA or AABA form, etc. Reverse. 


[Note: The play/rest approach is an extremely effective way to practice improvising at fast tempos, which can 
often cause you to play continuously and lose control of the solo.] 


It's a good idea to spend some time every day practicing the "general idea" of a topic , where you focus 
attention on the topic in a non-specific way, as well as using exercises designed to be moderately to extremely 
restrictive. Offset these periods of "working" with severa! minutes a day of concentrating only on the spirit 
and mood of the soloing (the fun of it). This will produce a well-balanced practice routine with different 
challenges that will keep the experience interesting. 


Example: Daily Practice Schedule - Pacing (Play/Rest) 


RAGS 


Apply at various tempos, in different harmonic settings, with and without accompaniment. 
1. 20 (10) minutes on the general idea of pacing. 

2. 60 (30) minutes on individual play/rest combinations. 

3. 20 (10) minutes on the general idea of pacing. 

4. 20 (10) minutes on the spirit and mood of music (fun). 


Use the un-parenthesized time limits for a 2-hour daily practice schedule, and the parenthesized time limits 
for a 1-hour daily practice schedule. 


Record your solos daily for critique, comparison and transcription. 


IMPORTANT: 


Since playing is improved by playing a lot, and resting is improved by resting a lot, it is advisable to practice 
both ways. Therefore, balance the time spent practicing resting (pacing) with time spent on more continuous 
playing (less pacing), especially if you are a beginning or intermediate level player. 


D 


Section | 


Song Melody 


Memorization Procedure 


Once a song's melody has been learned (memorized) through repeated playing, it functions in the mind's ear 
much like a musical compass, guiding the improvisor through the form and chord progression (harmony) of 
the song. This is an important advantage to have before trying to solo on a tune since it greatly reduces the 
chances of losing your place while improvising. And if you do get lost, finding your place in the song's form 
will be much easier if you can hear the song's melody while listening to the harmony (which is often outlined 
or implied by the melody). 


The following procedure emphasizes visual as well as aural practice and can be used to memorize song 
melodies: 


1. Rewrite each phrase of the song's melody using closed notes without stems, i.e. simply notate the actual 
sequence of pitch levels in the melody without assigning rhythmic values. [Note: Choose a song with a 
simple melody for now. Save busy active melodies for later.] 


Example I:5R 


Song melody: actual pitch sequence with note values. 
CA7 Cay D7 Db7 CA7 D-7 G7 


Song melody: actual pitch sequence without note values. 


6c = aS 


Ist phrase- - - - ْ سس 7ص‎ 1 f 2nd phrase =. سم كدت بم می‎ n emm E 


[Note: Adjusting (reducing) the rhythmic values allows the pitch sequence only of the melody to be 
practiced and learned more quickly.] 


2. While reading the rhythmically adjusted version of the melody, i.e. playing it by eye, play the first melodic 
phrase (or just a portion of it if it is lengthy) out of tempo (rubato), four or five consecutive times. 


Example |:6R ‘ 


z . 2 J‏ و 


e- 


3. Play the same melodic phrase four or five more times, rubato without reading the music, i.e. playing it 
by ear and memory, glancing at the music only when necessary. 


4. (Optional) Repeat steps #2 and 3, i.e. play the first melodic phrase five times by eye (reading), then five 
more times by ear (memory). 


5. Apply steps 2, 3 and 4 to the second melodic phrase of the song. 
6. Apply steps 2, 3 and 4 to the first and second melodic phrases combined. 


7. Continue this procedure until each melodic phrase of the song has been played separately and in 
conjunction with all previous phrases, four or five times by eye (reading) and four or five times by ear 
(memory). 


The entire process can require beween 30 and 60 minutes to complete, depending on the length of the song 
and the amount of notes used. However, it is an effective way to learn a song in a relatively short period of 
time. [Note to drummers: Melodic phrases containing notes of long duration (e.g. half notes, whole notes 
etc.) are best executed using concerted drum and cymbai attacks, the cymbal sound providing the sustained 
quality of a long note and the drum sound providing extra rhythmic definition. Otherwise, concerted drum 
attacks (only) can be used. Either way, drummers should always sing the song melody using syllables while 
playing it.] 


DELU 1 


Piano, guitar and vibes players can use the same procedure to learn the chord progression of a song by 
comping a voicing for each chord. 


Example 1:7 


Chord progression of the song: actual harmonic rhythm. 


D7 07 Db7 CA7 0-7 G7‏ و 
ہے ہے ہے ہے کے ez ZI 4—4— RR‏ 


CA7 C-7 C-7 D7 CA7 C-7 D7 
HE f= وھ‎ 
Chords #1 and 2 (using voicings with adjusted Chords #2 and 3: 5x's by eye, 5x's by ear. 


Chords #1, 2 and 3: 5x's by eye, E by ear. 
harmonic rhythm). Play 5x's by eye, 5x's by ear. 


Complete chord progression of the song: adjusted harmonic rhythm. 


Cu D7 Db7 CA7 D-7 G7 
él UC و ے ہو ع‎ BRE uS ہے ۔ سد ے‎ | 
| | 


Play in or out of tempo: 5x's by eye, 5x's by ear. (4) = optional repeat. 


Horn players and bass players can use this procedure to learn the chord progression of a song by arpeggiating 
each chord in the progression using the arpeggio pattern: root, 3rd, 5th, 7th. 


Chord progression of the song: actual harmonic rhythm. 


CA7 C-7 


Gc 73 x EE Z 


; D7 Db7 CA7 D-7 G7 
deep, ZA FPF ت‎ 


CA7 C-7 


SS] A 


Chords #1 and 2 (using arpeggios with adjusted Chords #2 and 3: 5x's by eye, 5x's by ear. 
harmonic rhythm). Play 5x's by eye, 5x's by ear. 


CA7 C-7 07 


A 


Chords #1, 2 and 3: 5x's by eye, 5x's by ear. 


Complete chord progression of the song: adjusted harmonic rhythm. 


CA7 C-7 D7 Db7 7ھ‎ D-7 G7 
ہے کے‎ eg سے دی ری مہ‎ 
a =a et eet ee 


“lav in or out of tempo: Sx's Dv eye, xs by ear (LZ) = optional repeat. 
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Incorporating Song Melody Into Solo 


To help create continuity in an improvised solo, a phrase of the song's melody is sometimes quoted. (This is 
especially common at the end of the solo but may happen anywhere.) Parts of the song's melody (quote) can 
also be used as a "send-off"- a standard musical idea used to begin an otherwise improvised phrase. 


The following exercises are ways to practice incorporating a song's melody into the solo. For the harmonic 
setting, use the chord progression from a song whose melody and harmony you know very well, e.g. by 
memory. (Otherwise, you should read the music while practicing the exercises.) Select a manageable tempo, 
well within your reach. At first, use a comping tape or play-along record for accompaniment, then try a 
metronome only. As always, apply the piay/rest approach to maintain control of the solo. Song melodies 
written in 4-bar phrases tend to be easier to work with. 
Song Melody - Exercise #1: "Trading Phrases” 

Form of exercise: 

1. Play a phrase (or a significant part of a phrase) of the song's melody (1-2 bars or so). 

2. Rest. 

3. Improvise the next phrase (1-4 bars or so). (See note on phrasing at bottom of page 27.) 


4. Rest. 


5. Repeat steps 1, 2, 3 and 4 throughout the solo. 


Example 1:9R 


CA7 C-7 D7 D7 Db7 CA7 D-7 G7 
m 

pecu s | tU 

== ee == کس‎ a " 

| mimus 7 

1st phrase song melody- - = = = - - - ı fest 2nd phrase improvised — 0 لس یکیکیٹیٹییٹٹ ل سس‎ ssa y rest 


3rd phrase song melody, 4th phrase improvised, etc. 


Then reverse the process, i.e., improvise the first phrase, rest, play a portion of the song's melody for the next 
phrase, rest. Repeat this process throughout the solo. 


Song Melody - Exercise #2: “Melody Used As Send-Off” 


Form of exercise: | 


1. Begin each phrase of the solo with a portion of the song's melody (1-2 bars), end it with improvising 
(1-2 bars). (See note en phrasing at bottom of page 27.) 
2. Rest between phrases. 
Example 1:10R 


CA7 C-7 D7 D7 Db7 CA7 D-7 G7 
ہے 3 سم قل‎ 
سے ھ ہے جںا۔+‎ te 9—re ہے‎ | 
NN d y y e a یع سے رر‎ = 
ع وا‎ 2 j : e ۱ 
| 5 : 1 | 21 = 
Then reverse the process, i.e., begin each phrase of the solo with improvising, end it with a portion of the 
E song's melody. Rest between phrases. 
Example 1:11R 
| CA7 C-7 07 D7 Db7 CA7 D-7 G7 
E == A a جو‎ 
a A poe py 49 em 
7 1t سے‎ : =E= E تھے کے‎ I = جج‎ 
و‎ e وش‎ E ; i Z 5 
i © H : i — IE ere. 
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Song Melody - Exercise #3: “Quoting The Melody” 


Play a (mostly) improvised solo but quote the song's melody several times (at least 3 per chorus). cc 
different melodic phrases to quote each time. Vary the lengths of the quotes as well. Play 2 or more choruses 
at a time. 


Example: Daily Practice Schedule - Song Melody 

1. 30-60 minutes on memorizing a song melody and chord progression. 
2. 10 minutes on Exercise #1, trading phrases. 

3. 10 minutes on Exercise #1, reverse process. 

4. 10 minutes on Exercise #2, melody used as send-off. 

5. 10 minutes on Exercise 42, reverse process. 


6. 10 minutes on Exercise #3, quoting the melody. 


NNN 


7. 10 minutes on the spirit and mood of the music. 


Phrase Lengths - Controlling the lengths of phrases in an improvised solo. 


A phrase is defined [here] as a period of continuous, but not necessarily constant, melodic/rhythmic activity, 
which can vary in length from one beat to several measures depending on tempo. Phrase lengths should vary 
in a solo in order to create interest and avoid predictability or too much symmetry. Playing [some] phrases 
of equal length can have a positive effect, however, especially when the musical content involves a 
development or sequence of a previous idea, i.e. borrowed or repeated elements, such as rhythm, melody | 
notes or melodic curve. But playing numerous consecutive phrases of equal length in a solo can sound 
unimaginative, limited and predictable. As with pacing (and all other topics), balance is the key to being 
musical. 


We begin by dividing phrase lengths into 3 basic categories: short, medium and long. Then, considering the 
tempo, an approximate duration for each category is assigned as follows: 


1. Phrase lengths for slow tempos (J = 60 > 120) in 4/4 time: 


1 - 4 beats | 5 - 12 beats over 12 beats 
(within 1 measure) (between 2 and 3 measures) (over 3 measures) 


2. Phrase lengths for medium tempos )[- 120 > 184) in 4/4 time: 


Short | Medium | Long 
| | 
1-4 beats | 5 - 16 beats | over 16 beats 
(within 1 measure) | (between 2 and 4 measures) | (over 4 measures) 


3. Phrase lengths for fast tempos (d = 184+) in 4/4 time: 


Short | Medium Long 


1 - 8 beats | 9 - 24 beats over 24 beats 
(within 2 measures) (between 3 and 6 measures) (over 6 measures) 


[Note: The beat durations assigned above are my recommendations. Whichever durations you use, sd 


them to be approximate or "ball-park" figures, i.e. when practicing, try to play within a few beats (4 or - 
of the durations you set.] 


Short. | Medium | Long | 


Section | 


Phrase Lengths - Exercise #1: “The General Idea” 


After selecting a harmonic setting and mode of accompaniment, use the play/rest approach and improvise 
in tempo while concentrating on varying the phrase lengths. Continue this for several minutes at a time. 
Record your solos for critique. 


The objective is to become familiar with playing consecutive phrases of different lengths (short, medium, 
long) separated by rest. Use the rest periods to remember the object of the exercise and control the playing 


i accordingly. 
3 
Experiment with extremes, playing very short phrases (1-2 beats) and very long ones (7-8 bars). Several short 


phrases are necessary to balance the effect of one medium or long phrase, so for now, play more short phrases 
and fewer medium and long ones. Also experiment with beginning and ending the phrases in less 
conventional places in the chord progression to create interest and variety. 


Example 1:12R 


CA7 A7 D-7 G7 CA7 A7 D-7 G7 
| 
E s 1 a a I= por = 
اس‎ | -. r 
ے 6ق‎ ×٤ HERE =e SSS 
Bein سیا حي ات شرك کے‎ ES, ہے‎ a | ap TU epe cr REPE ESO 1 NOE cO 
El CA7 A7 D-7 7 CA7 A7 D-7 G7 


IMPORTANT: 


Although the melodic activity of a phrase need not be constant (e.g. consecutive 8th notes), keep it more 
or less continuous, especially with medium and long phrases, since 1 1/2 beats or so of rest or inactivity 
(depending on the tempo) is all that is necessary to suggest that a single phrase has been broken into separate 
ones. Remember to rest sufficiently after each phrase (4 beats minimum and preferably longer) in order to 
clearly define its length. ۱ 
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Phrase Lengths - Exercise #2: “Individual Phrase Lengths” and “Combining Phrase 
Lengths” 


Select a harmonic setting and mode of accompaniment. 


Using the play/rest approach, improvise at a medium tempo while controlling the phrase lengths throughout 
the solo as follows: 


= 


. Short phrases only (1-4 beats). 
Medium length phrases only (2-4 measures each). " 


Long phrases only (5-8 measures each). 


جع شی جم 


Rotate phrase lengths throughout the solo: 

a) 1 short, 1 medium length (i.e. play one short phrase, rest, play 1 medium phrase, rest. Repeat.) 
b) 1 short, 1 long 

C) 2 short, 1 long 

d) 1 medium, 1 long, etc. 


5. 15۲ chorus (or 1/2 chorus) uses short phrases, 2nd chorus (or 2nd 1/2 chorus) uses long phrases, etc. 
Reverse. 


6. A sections use short phrases, B sections use long phrases, etc. Reverse. 
Continue each exercise for several minutes at a time. 
Rest sufficiently between phrases. 
Use the rest to remember the object of the exercise and control the playing accordingly. 
Change the tempo, harmonic setting and mode of accompaniment as you like. Record your solos for critique 
and transcription. 
Example: Daily Practice Schedule - Phrase Lengths 
1. 20 (10) minutes on the general idea of varying the phrase lengths. 
2. 60 (30) minutes on individual phrase lengths and specific combinations. 


3. 20 (10) minutes on the general idea of varying the phrase lengths. 


IYI 


4. 20 (10) minutes on the spirit and mood of the music (fun). 


Use the un-parenthesized time limits for a 2-hour daily practice schedule, and the parenthesized time limits 
for a 1-hour daily practice schedule, or set your own time limits for each area. 


Rotating Practice Schedules 

As you acquire more and more topics and materials to practice, it becomes increasingly important to choose 
exactly what to concentrate on each day, how much time to devote to each exercise, how many days to 
continue the routine, etc. Rotating two (or more) practice schedules can be helpful in this case, where you 
combine certain topics and exercises on one day, and different topics and exercises on the next day. Then 


return to the first routine on the third day, the second routine on the fourth day, and so on, until you decide 
it’s time to practice new topics. 


Example: Daily Practice Schedule - Combining Pacing and Phrase Lengths 
1st, 3rd, 5th, etc. day schedule: 
Use a tune progression in E major, with comping tape and with metronome only. 

1. 20 (10) minutes on the general idea of pacing (play/rest). 

2. 40 (20) minutes on specific play/rest combinations. 

3. 20 (10) minutes on the general idea of phrase lengths (short, medium, long). 


4. 40 (20) minutes on indivdual phrase lengths and specific combinations. 


RXR 


5. 20 (10) minutes on the spirit and mood of the music. 


Section | 


2nd, 4th, 6th, etc. day schedule: 


Use chord patterns: (a) A7, VI-7, 1-7, V7 and (b) Il-7, V7, 147, VI-7 in E major and C*minor, with comping tape 
and without accompaniment. 


1. Same as #1 above. 
2. Same as #2 above, using different play/rest combinations. 
3. Same as #3 above. 


4. Same as #4 above, using different phrase lengths and combinations. e 


NNT 


5. Same as #5 above. 


Other Possibilities (Rotating Practice Schedules) 


1. Allpractice time for the first day is devoted to one topic only (e.g. pacing), using various tempos, harmonic 
settings and modes of accompaniment. All practice time for the second day ذا‎ devoted to a different 
topic (e.g. phrase lengths), using various tempos, harmonic settings and modes of accompaniment. 
Rotate the practice schedules on a daily basis for 2 or 3 weeks, or until you decide it’s time to practice 
new topics. 


2. All practice time for the first week is devoted to one topic only. All practice time for the second week is 
devoted to a different topic. Rotate the practice schedules on a weekly basis, or simply continue to practice 
new topics, each for one week or more at a time. 


3. All practice time for the first day is devoted to technique or technical studies. All practice time for the 
second day is devoted to improvisation. Rotate the schedules on a daily basis. 


Rhythmic Density (Activity) - Controlling the quantity of notes played ina phrase. 


Rhythmic density refers to the degree of activity (melodic and/or rhythmic) found in the music. Like pacing 
and phrase lengths, rhythmic density is an extremely noticeable aspect of improvising that is important to 
balance and use to create variety and interest in a solo. 


High rhythmic density in a phrase means the activity sounds busy or complex. This is achieved by playing many 
notes, usually of short rhythmic value, such as 8th notes, triplets and 16th notes, but other longer note values 
may occasionally be included as well. It is referred to as a “denise” (or active) phrase and may be any length 
— short, medium or long. 


Example 1:13R 


|| 7 A7 D-7 "DU ve G7 
ڪڪ کے کے‎ eM 
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E‏ 


etc. 


Low and medium rhythmic density in a phrase means the activity sounds relatively un-busy and simple. This 
is achieved by playing fewer notes of longer durations, such as whole notes, half notes, dotted quarter notes, 
etc. Occasional notes of shorter value can be included as well. It is referred to as a "sparse" (or inactive) phrase 


El and usually is at least 4 beats in length or longer. 
Example 1:14R 


CA7 A7 D-7 G7 CA7 A7 D-7 G7 (CA7) 
E —— —— T I = ےہ سے مج‎ = 
5 oe. ge 2 : e 7 <= - e ] 
etc. 
i Both dense and sparse phrases can incorporate rhythmic syncopation and anticipations to create the 
necessary feeling of forward motion in the melody line. The rhythms or ideas played in dense and sparce 

i phrases should (for now) clearly and accurately define the tempo. 
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Rhythmic Density - Exercise #1: “The General Idea” 


Select a harmonic setting and mode of accompaniment. Improvise at a medium to medium-fast tempo using 


the play/rest approach. Focus on the genearal idea of varying the activity between dense and sparse 
throughout the solo. 


Expamle 1:15R 


Bb7 Eb7 Bb7 Eb7 
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Bb7 G7 C7 F7 Bb7 G7 ہ7‎ F7 Bb7 
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The objective is to become familiar with controlling and balancing the quantity of notes played in each phrase 
to create variety and interest in the solo. Rest sufficiently between ideas. Use the rest to remember the object 
of the exercise and “hear” the effect of the previous idea. 


“Te 


Continue this for several minutes at a time. Change the tempo, harmonicsetting and mode of accompaniment 
as you like. 


Record your solos for critique and transcription. 


Rhythmic Density - Exercise #2: “Individual Activity Levels” and “Combining 
Activity Levels” 


Select a harmonic setting and mode of accompaniment. Using the play/rest approach, improvise in tempo, 
controlling the playing throughout the solo as follows: 


1. Use notes of long duration only, e.g. half notes, vary phrase lengths. 

2. Sparse activity only (use notes of various durations), vary phrase lengths. 

3. Use notes of short duration only, e.g. 8th or 16th notes, vary phrase lengths. 
4. Dense activity only (use notes of various durations), vary phrase lengths. 

5. Rotate phrases throughout the solo: 1 sparse, 1 dense, vary phrase lengths. 


6. Begin each phrase sparse, end dense (use medium or long phrases). 
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Example 1:16R 
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7. Begin each phrase dense, end sparse. 


Example ٣۴] 


Bb7 Eb7 Bb7 Eb7 
s ba Se weft 3 
(= E 
Bb7 ni C7 F7 Bb7 G7 C7 , F7 
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8. Begin each phrase sparse, to dense, end sparse. 
9. Begin each phrase dense, to sparse, end dense. 


10. Combine sparse and dense phrases with various phrase lengths, e.g. 2 short dense phrases, 1 long sparse 
phrase. Repeat throughout the solo. 


11. 1st chorus (or 1/2 chorus) uses sparce phrases, 2nd chorus (or 1/2 chorus) uses dense phrases, etc. Reverse. 
12.A sections of song use sparce phrases, B sections use dense phrases, etc. Reverse. 

Example: Daily Practice Schedule - Rhythmic Density 

1. 20 (10) minutes on the general idea of varying the activity. 

2. 60 (30) minutes on individual activity levels and specific combinations. 


3. 20 (10) minutes on the general idea of varying the activity. 


OOOO ny 


4. 20 (10) minutes on the spirit and mood of the music. 
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Time-Feel 


Improvising with strong, musical time-feel means playing with a relaxed, unanxious rhythmic feel wh 
stating or defining a steady, consistent tempo, with or without accompaniment. Even at the most intense 
or subdued moments, the rhythmic time-feel should be relaxed, steady and flowing. 


Rhythmic time-feel is the most basic, fundamental element communicated by the soloist, and سن‎ 
(or criticized) by an audience. The greatest technique, creativity, melodic accuracy, lyricism, sound, style, etc. 
matters very little if the music doesn't feel good rhythmically, whereas less evolved technique, ideas, A 


choices, sound, etc. can actually sound okay when executed with rhythmic accuracy (good time-feel) an 
conviction. 


Ability in other areas may vary considerably among accomplished players, but all good improvisors d 
capable of "hooking-up" solidly with the time, of committing to the tempo, of rhythmically defining the tim 
with their playing, with or without accompaniment. If and when they play "floating" time, or improvisin 
without stating the time definitively, they do it on purpose, as a special effect. ١ 


Developing a strong sense of time is important also because it enables other aspects of improvising to be 
improved more easily. In other words, when you experience a grounded connection to the music ded 


time, youare free to concentrate more on hearing or conceiving ideas, executing them, and shaping the sol 
more musically. 


Think of rhythmic time-feel as the musical framework within which everything else happens. It should be 1 
priority on the list of areas to practice and improve. 


Three important characteristics of jazz or “swing” time-feel are: 


1. The placement of the upbeat attack, which is delayed slightly compared to even or straight time-feel. " 
can be described using triplet notation: 


0—3— 


3 
Even 8th notes: jJ . Swing 8th notes: وت‎ or i D (but written as d ). q 


The upbeat attack occurs on (or near) the last 3rd of the beat giving the music a bouncing (or swinging) 

Qualys oce Ge AA ee ee 

ار he‏ لی راو رو وو 

2. The use of accents and dynamics (sudden extreme volume changes within a line) which infuse the music 
with spirit and character. 


3. Asense of forward motion resulting from rhythmic anticipations, syncopation, accents and dynamics. i 


Rather than trying to develop Strong time-feel while concentrating on chords, melodic ideas, melodic 
accuracy, etc., eliminaté melody and harmony for the time being. Use a single note (pitch level) with rhythm 
and tempo only (See Exercise #1, below). This will enable you to devote all your attention to the areas of 
rhythmic time-feel andtempo accuracy alone. After your time-feel improves from such focused practicing, 
it will be easier to practice it with scales and chords. ا‎ 


Time-Feel - Exercise #1: “Swing Feel, Accents, Syncopation” (without chords) 


Example 1:18R 


«= 100 


1. With a single note, play repeated attacks in tem po using consecutive "swing" 8th notes only. Concentrate 
on: (1) the placement of the upbeat (triplet feel), (2) giving notes full value (no separation between notes); 
and (3) playing with equal accents on downbeat and upbeat. Use the play/rest approach, vary the phrase 
lengths. Continue this for several minutes at a time with the same tempo. Vary the tempo between very 
slow and as fast as possible. Practice with and without a metronome. (These exercises should be practiced 
vocally as well, i. e. by singing the notes.) 
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etc. y 
[Note: As the tempo approaches extremely fast, the distinction between swing 8ths and even 8ths becomes 
harder to make, ¡.e. swing 8ths become even 8ths.] E 


0 Section | 
2. Repeat #1 applying only downbeat accents to swing 8th notes. 
| | Example 1:19R | I: | Example 1:19R | 


eS‏ ڪڪ ڪھ 


3. Repeat #1 applying only upbeat accents to swing 8th notes. 


I Example 1:20R LA 
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4. Repeat #1 applying a random mixture of downbeat and upbeat accents to swing 8th notes. 


صصح Û‏ 
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5. Repeat #1 adding syncopated rhythms to consecutive swing 8th notes. include accents and dynamics. 
1 Think of it as playing the rhythm only of an improvised solo, i.e. without the pitches. [Note: This exercise 


should also be applied to a tune progression, a chord pattern and a single chord using an appropriate 
j [Porre rz Example | Example :22R 22R 


single pitch throughout.] 
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i etc. 
e | Example 1:238 | 238 


6. Repeat #1-5 above using 2 different notes (intervals), chord arpeggios, and conventional 7-note scales. 


EX و‎ 


Time-Feel - Exercise #2: “The General Idea” (with chords) 


Select a tempo, harmonic setting and mode of accompaniment. Using the play/rest approach, improvise 7 
tempo while focusing on the general idea of time-feel throughout the solo. The objective is to state or defin 
the time rhythmically with your playing so that the tempo could be accurately and consistently felt without 
the accompaniment. Rest sufficiently between phrases, varying the phrase lengths and rhythmic 2] 
Continue this for several minutes at a time. Change the tempo, harmonic setting and mode of accompaniment 
as you like. Be sure to practice without accompaniment, also. Record your solos for critique. 


Example: Daily Practice Schedule - Time-Feel t. 
7 1. 20 (10) minutes on the general idea of time-feel. 

y 2. 60 (30) minutes on swing feel, accents and syncopation. 

Z 3. 20 (10) minutes on the general idea of time-feel. 

minutes on the spirit and mood of the music.‏ )10( 20 .4 و 


Melodic and Rhythmic Embellishment 


Example 1:24R 


Melodic embellishment means adding melody notes to, and/or deleting them from, a more or less basic 
version of a song melody. The basic rhythm of the song melody is automatically affected (changed) by a 
melodic embellishment, since adding melody means adding rhythm also. 


Rhythmic embellishment means changing only the rhythm of the original (or basic) version of the song, 


leaving the melody notes the same pitchwise, only shorter, or longer, or repeated, or displaced from the 
original position in the measure. 


Embellishment can be slight or extreme, or anywhere in beween the two, as long as the original song melody 
can be recognized by ear. 


written, i.e. without embellishment. Select a simple, uncomplicated song melody that lends itself well to 
melodic and rhythmic variation, e.g., “The Days of Wine and Roses", “All of You", “What Is This Thing Called 
Love”, “All The Things You Are”, etc. Medium tempo standard songs are generally the easiest to work with. 
The melodies of “Donna Lee”, “Straight No Chaser”, “Daa-Houd”, or “Confirmation”, for example, would 
not be very practical choices for melodic embellishment (in the beginning) because of the high rhythmic 
density (activity); the fast tempo, and the fact that these melodies already sound embellished! However, after 
acquiring some experience, these melodies can be embellished as well. 


Use the following conventional melodic embellishment techniques: 


Common Embellishment Techniques 


[Note: When described or explained in words, some of these embellishment techniques seem more 
complicated that they are worth for playing purposes! However, the musical examples provided for each 
technique should make it relatively clear, and, in most cases, familiar to you as well. Before trying to 
spontaneously apply any particular embellishment technique in a playing context, though, write out several 
examples of your own to be sure you understand it. Play the examples provided (as well as your own) to learn 
the techniques by ear. Improvising various embellishments will be much easier when you know what they 
should sound like and after you have had some written practice. ] 


1. Single Passing Note (SPN): Connects two notes a 3rd apart by diatonic step (major or minor 2nd interval) 
in the direction of the target note. 


Prepare to practice the following exercises by learning (memorizing) the melody of a chosen song as it is | 


CA7 A7 D-7 G7 CA7 A7 7ج‎ G7 
2 + س ہے‎ ee 
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B Example 1:25R 


Section | 


2. Double Passing Notes (DPN): Connects two notes a major 3rd, perfect 4th or augmented 4th apart with 
two diatonic steps in the direction of the target note. 


CA7 A+7 D-7 G7 CA7 A+7 D-7 G7 
i | CERES. 
1 | i 
; i: | 2 6-2 
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Example 1:26R 


3. Octave Displacement (OCT): First note is repeated one octave higher or lower, but in the direction of the 
second note. 


i CA7 A7 D-7 G7 CA7 A7 D-7 G7 
2 jeses] 1 e == 
== | = E مچھ‎ j 
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Example 1:27R 


4. Upper and Lower Auxiliary (UA, LA): Connects two notes of the same pitch from above or below by 
diatonic step. 


D-7 G7 CA7 A7 D-7 G7 
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5. Échapé (ECH): Connects two notes a 2nd or more apart by leaping from the first note to a note on the 
opposite side of the target note, which then resolves by step to the target note. [Note: A leap is any 
melodic interval greater than a major 2nd, i. e. a minor 3rd or more.] 


Example 1:28R 
CA7 A7 D7 G7 CA7 A7 D7 G7 
سے کے‎ a 
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Example 1:29R 


6. Chromatic Approach (CH): Connects two notes a major 2nd apart by 1/2 step (minor 2nd interval). 


D7 G7 CA7 G7 
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Example 1:30R 


pS 


7. Double Chromatic Approach (DCH): Connects two notes a minor 3rd apart with 2 chromatic notes 
(1/2 steps, minor 2nd intervals). 


CA7 7ھ‎ Do7 G7 CA7 A7 Do7 G7 
3 سے و کہ عم‎ 
= i 2 | = = Me + 
1 t 1 + T Į + et 
A ee E نے‎ 
OCH DCH DEN 
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8. Unprepared Approach (UAP): Connects two notes a 3rd or more apart by leaping from the first note (in 


the direction of the 2nd note) to a note one step away from the 2nd note which resolves in the sam 
direction as the leap. 


Example 1:31R 


CA7 A-7 D-7 G7 CA7 A-7 D-7 G7 ] 
1 | ] 
ج2‎ : 5 
óc تح ڪڪ‎ 
UAP (chromatic UAP (diatohtic) UAP (chromatic 
and diatonic) 


9. Above/Below or Below/Above Approach (A/B or B/A): Connects any two notes with one note from shovel 
and one not from below (or vice versa) the target note by step. ; 
G7 | 


D-7 
e E = | LL E کے‎ — 
a g —ü E H ig! =e e ہی‎ m = | 
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Example [:32R 


CA7 A7 D-7 G7 CA7 A7 


10. Chord Sound (CS): Connects any two notes with a reasonable amount of chord tones, tensions and/or 
non-harmonic tones properly resolved (non-harmonic means non-agreeable to the chord). 
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Example [:33R ۱ 
CA7 A79 D-7 G79 CA7 9ھ‎ D-7 60739 
ji 2 : ==> 
1 
ge E ےا‎ ere tet E 
7 | 5 cs cs cs cs 


Practice embellishing a song melody using only one embellishment technique throughout the solo, aiming : 
for those places in the melody where it would be applicable and appropriate. Cover the 10 techniques 
presented. Or, write your own melody (in phrases) to a standard song's chord progression using half and 
whole notes only. Shape the melody appropriately for use with a specific embellishment technique, e. g. to | 


practice échapé incorporate leaps in the written melody; to practice auxiliaries incorporate repeated notes, 
etc. 


Embellishment - Exercise #1: “Rhythmic Embellishment” 


Without adding or deleting any melody notes, play the basic melody of the prepared song in tempo and 
change or vary only the rhythm of the melody by expanding originally short note values, contracting originally 
long note values, repeating notes, anticipating and delaying notes, displacing notes, incorporating 
syncopation, etc. Experiment with degrees of rhythmic embellishment: Begin with slight variations and 
gradually get more extreme. Play several (5 or 6) choruses of the melody at a time, creating different rhythmic 
embellishments each chorus. Practice with and without accompaniment. Record solos for critique. [Note: 
Drummers beware of obscuring a song melody by extreme rhythmic embellishment.] 


Embellishment - Exercise #2:“Melodic Embellishment” 


Play the melody of the prepared song in tempo adding “extra” notes to each melodic phrase, e.g. as pick- 
up notes (before the phrase), as “trail” notes (at the end of the phrase), as passing tones and approach notes | 
(within the phrase). Delete less prominent melody notes as well. Experiment with degrees of melodic embel- 
lishment: Begin with slight, inconsequential additions and deletions and gradually get more extreme. May 
include rhythmic embellishment also. Play several (5 or 6) choruses of the melody ata time, creating different d 
melodic embellishments each chorus. Practice with and without accompaniment. Record solos for critique. 


Example: Daily Practice Schedule - Embellishment 


1. 20 minutes on rhythmic embellishment. 


NNN 


2. 30 minutes on individual melodic embellishment techniques. 


Section | 


3. 20 minutes on melodic/rhythmic embellishment, in general. 


Br 


4. 20 minutes on the spirit and mood of the music. 


Non-Harmonic Melody Notes 


Non-harmonic tones (NHT) are those notes which are “disagreeable” or unconventional to a chord or chord 
scale, e.g., a major 3rd on a minor chord. They can be diatonic, but are mostly non-diatonic to the scale, and 
can usually be found 1/2 step (minor 2nd interval) above a chord tone or diatanic tension. Non-harmonic 
tones require resolution (in most cases) when used in the melody. (See Section V for exceptions.) The preferable 
resolution, because of strength and smoothness, is up or down by 1/2 step to an "agreeable" tone (e.g., the 
major 3rd on a minor chord should resolve up 1/2 step to the perfect 4th or down 1/2 step to the minor 3rd). 
Whole step resolution (up or down by a major 2nd interval) is possible in cases when the non-harmonic tone 
is diatonic to the chosen chord scale (e.g., the perfect 4th on a major chord can resolve up by whole step to 
the perfect Sth if the perfect 4th is diatonic to the major chord scale). Non-harmonic tones may be prepared 
by step or leap (a leap is any melodic interval greater than a major 2nd). 


Harmonic tones (HT), then, are those notes which are “agreeable” and conventional to a chord or chord scale. 
They do not require resolution, and may be prepared by step or leap. Another term for harmonic tone is 
"chord sound”, meaning the chord tones (root, 3rd, 5th and 6th or 7th) and all allowable tensions (Oths, 
11ths, and 13ths) of a particular chord scale. (See Chord Scale Summary on pages 54 and 55.) 


Resolving non-harmonic notes by step in a melody can occur in one of 2 ways: Direct (immediate) resolution 
or indirect (eventual) resolution. 


With direct resolution, the non-harmonic tone moves immediately up or down by step to a harmonic tone. 
The non-harmonic tone may be prepared by step or by a melodic leap. 


Example 1:34 
CA7 (2) Whole step (M2) C major chord scale 
+ | o 1 
ES 2 æ > i o oO e = 
M3 P4 (NHT) P5 € 


(NHT) 


In the above example, whole step resolution of the non-harmonic tone is okay because it is diatonic to the 
C major chord scale. 


Example 1:35 ١ ar 02. 
CA7 
(P5) half Step (-2) 
6 ez 
Root P4 (NHT) M3 
In the above example, the non-harmonic tone is prepared by a melodic leap of a perfect 5th, and resolved 
by step. 
Example 1:36 
CA7 FA7 
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P4 (NHT) M7 


In the above example, the non-harmonic tone is prepared and resolved by step. 


Direct resolution may occur within a chord's duration (as in Examples 1:34 and 1:35 above), or as the chord 
changes (as in Example 1:36, above). 
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With indirect resolution, the non-harmonic tone first moves b 


y leap or step to a “postponement” note 
(usually a harmonic tone located on the opposite side of the 


resolution note), and then to the note 
resolution itself. The note of resolution must bea step away from the non-harmonic tone (preferably 1/2 ste 


Example 1:37 CA7 


| 
1 
a = ES 
5 REINET) M9 M3 (Resolution note) 
3 
In the above example, the non-harmonic tone and the postponement note are on opposite sides of the 
resolution note, which targets the resolution note well. The non-harmoni 
resolution note by 1/2 step. 


(Postponement note) | 


© tone resolves indirectly to | 


Example 1:38 
SOP FA7 
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In the above example, the non-harmonic tone and the postponement note are on the same side of th 
resolution note (less effective for targeting the resolution note, but okay). 
Example ع‎ 9 


CA7 BbA7 


(Postponement note) 
$e بحت ےھ‎ E 
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۲۹ (NHT) P4 (NHT) +11 (Resolution note) 


In the above example, the postponement note is also a non-harmonic tone, which resolves directly by 1/2 
step. The first non-harmonic tone resolves indirectly by 1/2 step. 


Indirect resolution may occur within the chord's duration (as in Example 1:37, above) 


, 01 35 the chord changes 
(as in example 1:38, above), or after the chord has changed ( 


as in Example 1:39, above). 


To prepare for playing and resolving non-harmonic tones in an improvised solo, first select a single chord and 


(©), and all the non-harmonic tones (diatonic and non-diatonic) with a closed note (e). 
Example 1:40 


647 lonian (C major scale) 


e fe oje یھ‎ —-e 5 j 


[Note: In many cases, the augmented 1 1th (#11) as a special effect may be considered a harmonic tone on 
a major tonality, even though the chord scale is lonian (the major scale).] 


Then group the harmonic tones into one scale and the non-harmonic tones into another to clearly see the 


distinction. 
Example 1:41 
CA7 (Harmonic tones - do not require resolution) 
1 
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The harmonic tones of the CA7 lonian scale form the C Ly 


dian mode, or the G major scale starting on C. The 
non-harmonic tones of the CA7 lonian scale form a Ds 


pentatonic scale. 


chord scale as the harmonic setting. Write out a scale identifying all the harmonic tones with an open note l 


1 
i 


| Section | 
Resolving Non-Harmonic Tones - Exercise #1: “Direct Resolution” 

y Using the following rhythms but choosing your own melody notes, solo in tempo on a single chord (e.g. CA7, 
lonian) in 4-bar phrases. All notes marked with “#" should be non-harmonic tones. Resolve non-harmonic 
tones up or down by 1/2 step to the next note of the phrase which should automatically be a harmonic note 

| (a chord tone or allowable tension). Continue each exercise for several minutes at a time using a comping 
tape of the individual chord for accompaniment. Change the tempo and chord as you like. Record your solos 
for critique. 

d Exercises: Use CA7, lonian, or any single chord and chord scale (J =80 > 10015. 

Example 1:42 
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Sustaining a non-harmonic tone for 4 beats or more (as in the above exercise) is not especially common in 
a solo. But the purpose for it here is to give the ear time to study each non-harmonic tone's sound quality 
and resolution. After sufficient practice using sustained notes, the ear will learn to quickly recognize when 
you play a non-harmonic tone and guide its resolution by 1/2 step. 


“| Repeat 
"iL indefinitely 


Repeat 
ey 


39 


40 


[ze i 


Ea 


CA7 | 
| ep eat 
| ame, 


[Note: Non-harmonic tones can be played on strong beats (1st or 1st and 3rd beats in 4/4 time) as in the "m 
exercise.] 


CA7 
(NHT) (HT) (NHT) (HT) (HT) 
ES $ 


«ed lo ل‎ |. E os 


ہت 


| eat 1 


CA7 


E E eat 


i B 
CA7 I 


E En peat 
T A 
CA7 
Ca Ej ES 
9 C | J J | 1 y ¿ d | o | 0 : | herder 
CA7 = 
ES E 
10 C | J J | J 28 | o | ul | | 


Resolving Non-Harmonic Tones - Exercise #2: “Indirect Resolution” 


Using the following med but choosing your own melody notes, solo in tempo on a single chord in 4-bar 
phrases. Notes marked with “#“ should be non-harmonic tones. Resolve non-harmonic tones using indirect 
resolution (up or down by 1/2 ep) to a chord tone or allowable tension. Continue each exercise for several 
minutes at a time using a comping tape of the individual chord for accompaniment. Change the tempo and 
chord as you like. Record your solos for critique. 


Exercises: Use CA7, lonian, or any chord with an appropriate chord scale (e = 80 + 100+). 


| Section | 
Example 1:43 
y CA7 (Postponement note) (Resolution note) 
(NHT) (HT) (HT) 
i 1 C |: ö | o | o | : ار‎ 
y 
CA7 lonian (major scale) 
i NHT (11/2) HT HT NHT (11/2) HT HT 
A A" * 
[ I 
i i i CO d o 1 
d 5 e 
CA7 
NHT (7 1/2) HT HT NHT (TM2) HT HT 
i 1 وح‎ = 1 © T 2 o um 
| مت‎ Eye 1 : 
13 
CA7 
NHT (11/2) HT HT NHT (11/2) HT HT 
I 
o - Es : = 
E : deci = | E 
21 Exc c ERUNT Ld 
1 CA7 
— HT HT NHT (J 1/2) NHT (11/2) HT 
A ڪڪ ڪڪ ج ج‎ 
| e- 1 ťa 
29 etc. 
{Postponement note is a non-harmonic note also, 
i resolves directly by 1/2 step.) 
CA7 
| # 
2 C |: 4 J | d J | [9] | x 2 
q 5 bc MEN Ld = 
CA7 5 
ES 
i a ef; ل‎ J Ld a |. 25 | 5 تھا‎ 
چ‎ 
B 
Ej 
0 sele 4 | | 7 | Š Ms 
ا ا‎ LC 
i ES 
ES 
i 
| | , 5 = 07 
| 8 C | 2 o | j ا‎ 
کو مر یت‎ 
CA7 
3ت‎ 
! i | 
: i ] | i | - - : 
d 8 C |: e e e e ! o ! | " || naetmtey 
لسر‎ i 
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Resolving Non-Harmonic Tones - Exercise #3: "The General Idea" 


Using the play/rest approach, solo at a medium-slow tempo on a single chord, chord pattern or familiar ul 


progression with chords of longer duration (2 bars each, or so) while focusing on the general idea of playing 


and resolving non-harmonic tones. Choose one or two specific non-harmonic tones per chord to "aim" fo 
while soloing. Use direct and indirect resolution. Play the non-harmonic tones for long durations (i.e., 2, 3 
4 beats, etc.) to "hear/study" their effect, as well as for shorter durations to practice making quicker 


resolutions. Continue this for several minutes at a time using a comping tape for accompaniment. Record 
your solos for critque. 3 


Example 1:44R 


D-7 (Ab) G7 (Fi) CA7 (Eb) 


D-7 (C) ( CA7 (Ab) 


| 
i 
۱ 
۱ 
ét ڪڪ‎ Eras ELE J 
۱ 
۱ 
i 
۱ 
i 


Example 1:45R 


CA7 (F) : RE F-7 (A) | ^ 


AbA7 (Gb) A-7 (CH) D7 (G) 


$us E Etre neri EE | 


D-7 (C#) G7 ( Fe) CA7 (Bb) 


B Example 1:46 
D-7 


Section | 


[Note: It may be helpful when working with specific non-harmonic tones to notate them in each measure 
under the chord symbol along with their resolution notes.] 


G7 (FẸ) CA7 (Eb) CA7 (Eb) 


Ab) 
tos 


l- 


Example 1:47 


Example 1:48 


١ 


لح 


$e Sto pe hoo = deo 


etc. 


Example: Daily Practice Schedule - Non-harmonic Tones 


1. 30 minutes on specific exercises using direct resolution. 
2. 30 minutes on specific exercises using indirect resolution. 
3. 40 minutes on the general idea of playing and resolving non-harmonic tones in an improvised solo. 


4. 20 minutes on the spirit and mood of the music. 


Melodic Motion At The Point Of Chord Change 


This topic deals with training the mind and ear to guide melodic movement during a chord change. As with 
resolving non-harmonic tones, the rules and exercises are rather restrictive, intended for [conscious] 
application while practicing versus performing. Itis important to recognize that these principles have provided 
the foundation for constructing strong, lyrical melody for hundreds of years, and therefore should be 
regarded as fundamental to the art, i. e. the rule should be learned before it is broken. 


Contrast is a stimulating feature of music, used by a player to attract and develop interest in the solo. Two 
musical actions which involve contrast and therefore attract attention are: 


1. melodic leaping, and 
2. changing chords. 


With melodic leaping, attention is drawn (at the moment of the leap) to the notes on both sides of the leap; 
the wider the leap, the greater the attention. (A leap is any melodic interval greater than a major 2nd.) With 
changing chords, attention is drawn (at the point of the chord change) to both the chord of the moment and 
the next chord; the more hafmonically colorful thé hanger the greater the attention. 


Whenever these two actions occur simultaneously in music, i.e. when the melody leaps at the point of a chord 
change, there is extra attention drawn to the music. As a result of this attention, the mind's ear has a strong 
tendency to retain or remember (through "pitch memory") the pitch of the note leaped from while the next 
chord is sounded. 


Note at point of C 
chord change 


des -= 


Sound of “F” on C chord retained 


The mind' ear also retains the sound of the melody/harmony relationship between the note leaped from and 
its chord. 


G7 CA7 


2 l " 
ec E == i 


Sound of "C" on G7 retained 
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Therefore, when leaping at the point of a chord change, the note leaped from should be a harmonic tone 
(“agreeable” tone) on both the chord of the moment and the next chord as well. 
Example 1:49 


G7 (HD > C 


ڪڪ 


If the note at the point of chord change is a non-harmonic tone ("disagreeable" tone) on either the chord 


of the moment or the next chord, it should resolve directly or indirectly by step, preferably 1/2 step, to the 
next chord. 


Example 1:50 


ee EE‏ ی ر 


(Direct resolution 41/2) (Direct resolution TM2) (Indirect resolution 41/2) (Direct resolution 11/2) (Indirect resolution ai 


[Note: If the note at the point of chord change is a harmonic tone on both the chord of the moment and 
the next chord, melodic motion by step or leap is possible. ] 
Example 1:51 


(HT) > C G7 e (HT) > 


p 


leap 


step 


G7 (NHT)> C G7 (NH) C G7 (NH) C G7e(NH) CA7 G7c—(NH) CA7 | 


Exceptions to the "leaping at point of chord change" rule are: 


(1) When a leap and simultaneous chord change occur after the end of a melodic phrase (i.e. in between 
phrases), usually indicated by a rest, a sustained note, or both, creating a break in the melodic continuity. 


Example 1:52 


E 7 07 


hs ي‎ =< 


Leap here is okay 


(2) When a leap and simultaneous chord change involve melody notes contained in an independently strong 
melodic pattern or sequence. 


| 
Example 1:53 i 
ے‎ (NHT) 
= Trev l 
G7 (NHT) — CA7 
ہے‎ SS 


Leap is okay 


Section | 


Melodic Motion During A Chord Change - Exercise #1: “Direct Resolution” 


Using the following rhythms (see example 1:54) but choosing your own melody notes, solo at a medium-slow 
tempo on a 2-chord pattern in 4-bar phrases, e.g. 


G7 altered CA7 lonian 
el: 777 ع‎ | Y ULSA ہے ہر‎ x | 
or 
CA7 lonian G7 altered i 
©: ا ع ع م‎ Y ALI LR | PA | 


Observe the "leaping at point of chord change" rule. Use direct resolution when resolution is necessary. 
Continue each exercise for several minutes at a time. 


Example 1:54 
(also: CA7 G7alt. ) 
G7 altered (Ab melodic minor) CA7 
1 C |i o | o o | = : | 
G7 altered Ab melodic minor (ascending) | 


-9 +9 +11 (-5) im 
Root M3 7۔‎ 
فقوت‎ edat (NH) > CAT G7alt (NH) > CAT 
] ES m 
I WEY 
$c. 5 E qe = = تی‎ xem = = 
(resolution by step) 
3 G7alt. (HT) > CA7 G7alt. (NHT) > CA7 
سس تحت وم‎ ide i 
(leap or step ok) 5 etc. 
1 START 
CA7 e (HT) > G7alt. CA7 (NHT) > G7alt. 
e = uL E 
pier] احج ڪڪ‎ 
i CA7 (NHT) > 678: CA7 (NHT) > G7alt. 
O 
= 5 == 22 
etc. 
(also: CA7 G7alt.) 
G7 altered (Ab melodic minor) CA7 
= 4] | | J | | 5 j 
2 C |i: 2 2 j 4 | o | متا‎ 


EE. 
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ed alU ee‏ پوس اد 


(also: CA7 G7alt.) 
G7 altered (Ab melodic minor) CA7 


c: AM PIU | j 


E 
de. 


(also: CA7 G7alt. CA7 G7alt. 
G7alt. CA7 G7alt. CA7 


cel 4 |. ۴. جے‎ quo 


| exe 
سک‎ 


(also: CA7 G7alt. CA7 G7alt. 
G7alt. CA7 G7alt. CA7 


seid dJ du bd. ls 


E t 
سک‎ 


(also: CA7 do CA7 G7alt. 
G7alt. G7alt. CA7 


z PEE وو‎ 69 


Repeat 
indefinitely 


Melodic Motion During A Chord Change - Exercise #2: “Indirect Resolution” 


Same instructions as Exercise #1, substituting indirect resolution by 1/2 step for direct resolution when 
resolution is necessary. 


Example 1:55 | 
(also: CA7 G7alt.) 
G7 altered (Ab melodic minor) CA7 | 


1 el: 5 o | J نیت‎ 


START G7alt. (NHT) > CA7 G7alt. (NHT) > CA7 


[ex eat 
| 


| صصح مجم حي رح geep‏ 


ص ڪن 


(leap or step ok) 


(leap or step ok) etc. 


START CA7 (NHT) > G7alt. CA7 (NHT) => G7alt. 


Ges و ح تس ڪڪ‎ rs 


: CA7 (NHT) => G 7 alt. CA7 (NHT) => 67 
[9] 1 2 bz- - زه‎ : 
: لد‎ e l bs : | 

4 2 2 jp 2 1 : 1 i f t i 

5 gu AA 

(also: CA7 G7alt.) 
G7 altered (Ab melodic minor) CA7 
1 | l i 
| i | i ; - 6 
2 € :أ‎ 2 2 d | o ! d 


dl LE = = 


Section | 
(also: CA7 G7alt.) 
G7 altered (Ab melodic minor) CA7 
3 C |: J J | j 1 Jj | 1 J. o : por nm 
(also: CA7 G7alt. CA7 G7alt. 
G7alt. CA7 G7alt. CA7 
a 60[ ل‎ d |j d | * ME. les, 
(also: CA7 G7alt. CA7 G7alt.) 
G7alt. CA7 G7alt. CA7 
a e. E bo 3b > eee, les, 


Melodic Motion During A Chord Change - Exercise #3: "The General Idea" 


Using the play/rest approach, improvise at a medium-slow tempo on a 2, 3 or 4-chord pattern or a familiar 
tune progression using notes of long duration only, predominantly half notes, whole notes (occasional 
quarter notes are okay). Observe the "leap at point of chord change" rule except between melodic phrases. 
Use direct or indirect resolution by step (preferably 1/2 step) when resolution is necessary. Continue this for 
several minutes at a time using a comping tape for accompaniment. Record your solos for critique and 
transcription. 


Example 1:56 


CA7 (HD A7 (NHD) > D-7 (NHD > G7 CA7 (HT A7  (NHD > D-7 (HD G7 (NHT) > 


ege p Ep‏ ہی ے ہے آاے بے ہے ج 


CA7 A7 (HT) D-7 G7 CA7 (NH) > A7 D-7 G7 (NHT) CA7 
: = Ec a E 
EL 9ت تر‎ E == paie 
i E ae etc. 
Example 1:57 7 
C-6 (NHT) G-7 (NH) > C7 FA7 (NH) => F-7 (HT) 


=> 


— 


Bb7 (NHT) > EbA7 Eb-7 (NHT) Ab7 (HT) DbA7 (NHT) ب‎ Dg G7 -9 tun o c- 47 
(HT | 
== 1 | 1 
ہے سس ہے‎ See 


j etc. 


Example: Daily Practice Schedule - Melodic Motion at Chord Change 


1. 40 (20) minutes on specific exercises using direct resolution when resolution is necessary. 
2. 40 (20) minutes on specific exercises using indirect resolution when resolution is necessary. 


3. 20 (10) minutes on the general idea of observing the "leap at point of chord change" rule. 


Manne 


4. 20 (10) minutes on the spirit and mood of the music. 


47 


Guide-Tones 


Guide-tones are those chord tones which are responsible for creating a chord's essential harmonic (verti 
quality or sonority. They are also the unstable tones of the chord, meaning that they often suggest a des! 


to move or resolve in the context of a chord progression: namely, the 3rd and/or 7th of a conventional 4-p 
7th chord. 


= 


| 


If the 5th of a particular chord type is not a perfect 5th but an altered 5th (e.g. the lowered 5th of a mino 


7*5 chord, or the raised 5th of an augmented dominant 7th chord), it can be considered a "true" guide-to 
as well because of its unstable and essential character. *. 


Unless they are non-diatonic to the key of the moment, the root and perfect 5th of a chord are not though: 
of as true guide-tones, per se, because (1) they do not yield essential chord quality, and (2) they are more sl 
sounding than 3rds, 7ths or altered 5ths. For example, D* and A» (root and perfect 5th of the DbA7 chor 
would be considered unstable and true guide-tones when DbA7 occurs in the key of C major. (D>A7 is 7 
in C major.) However, the harmonic stability of the root and the perfect 5th (when they are diatonic not 

of the key) makes them good choices for creating a temporary or permanen 
line (such as at the end of a phrase), although their use is not restricted exc! 


[Note: Since the (allowable) tensions of a chord are relatively unstable tones and in general create extende 
chord sound, they can be used occasionally as more "colorful" 


t point of rest in a guide-to 
usively to this function. 


guide-tones to create a somewhat more 
sophisticated guide-tone line. Basic chord sound, however, must always be established or implied (i.e. n 
distorted or obscured) when tensions are used in guide-tone lines.] 


Guide-Tone Lines i 


A guide-tone line is a melodic line comprised primarily of guide-tones from the chord progression, but can 
involve different levels of “sophistication”. For example, a guide-tone line can be comprised of the NA 


1. guide-tones only (3rds, 7ths, altered 5ths) - defines the essential harmonic quality of chords usin 
unstable chord tones only, or 


2. guide-tones, roots and perfect 5ths (chord tones) - defines or implies basic chord quality using saod 
and unstable chord tones, or 


3. guide-tones, roots, perfect 5ths and allowable tensions (chord sound) - defines or implies mong 
quality using stable and unstable chord tones and tensions. 


The note values in a basic guide-tone line consist mostly of sustained durations 
etc), and can iriclude rhythmic anticipations and syncopation to some degree. 
motion for the sake of smoothness, but leaping can be used to create interes 
curve. Leaps are subject to the “leaping at the point of chord change” rule, except between melodic phrases. 
Melodic continuity and development can be created in guide-tone lines through sequential phrases (i.e. 
repeating basic elements of previous ideas in new ideas). This gives the line better compositional quality, 
whichis desirable. Guide-tone lines, like song-melody lines, are written in phrases, with ample rest or inactivity 


in between to allow the melody to “breathe”. (See upcoming examples of melodic sequence in guide-tone 
lines.) 


(e.g. half notes, whole notes, 
They often move in stepwise 
tand balance in the melodic 


When played simultaneously with only the root motion or bass line of a chord progression, a guide-tone line 
should state or imply (and never obscure) the essential harmonic quality of each chord, while creating astrong 
melodic or linear connection from chord to chord. Guide-tone lines are often employed as background for 


an improvised solo but may also be used as the melodic source of the solo itself. 


(See Embellishing Guide- 
Tone Lines.) 


| Section | 
Example ٤ 
a D-7 G7 CA7 A7 D-7 G7 CA7 A7 
Intervalic sequence intervalic sequence 
ea ee ees 1 1 : mE وھ‎ 
o -O ] 
lt ڪڪ ڪڪ ہے‎ 
7 3 1 3 7 3 3 7 3 7 
E De G79. CA7 A+7 Do : 9م‎ CA7 A+7 
۱ See Intervalic sequence Intervalic sequence | Intervalic sequence 
1 
X 
2 2 2 E = BE bz E ce e o LXX je j 
3 5 1 3 1 1 7 3 1 3 +5 
etc. 
d Example 1:59R 
02 G7alt. CA7 A7alt. Dø G7alt. CA7 A7alt. 
Melodic sequence Inverted melodic sequence 
| ۱ i! 1 
=> = ڪڪ‎ == 
ee a G- 2 2 3 5 2 P | che 2 o 3 
d 1 9 7 3 11 7 1 1 7 3 +9 6 (13) 9 
Do G7alt. CA7 9ھ‎ De G7alt. CA7 
Melodic sequence Intervalic sequence 
f F 1 PE ا و و جاب‎ 
1 
2 9 9 — یور وو جا و ر‎ 
i 5 11 7 -9 5 11 5 3 11 -9 +9 7 d 
A Example I:60R 
A-7 D7 GA7 CA7 Fio g7-? E- E7 
I Li 
e 2 2 2 = A | A 
E 2 2 = 2 
2 کے —9- مل‎ fo - a ast m 3 
1 7 5 3 5 7 8,“ 3 - 7 5x PUES 5 5 2 3 
A-7 D7 047 CA7 Fio B7 E-6 
te iy l === 
2 i 1 m 2 x NS pet j dm d تپ‎ 1 — i 
oo eae je == 
(7) 5 7 5 (9) 7 9 7 -9 5 3 6 
-9 
B Fio B7*? E- A-7 Eb-7 Ab7 D-7 G7 CA7 
x چ توچ ہہ‎ A f f al د‎ soe 7 
: | = | 1 
| 1 m : T [T zi ne e A T ] + 1 t پ5‎ i 
Pp == NNNM | 1 1 
je oie سے‎ ee a a CE 
5 9 کہ‎ -9 5 7.31 7 9 3 7 3 7 3 3 
F47 9 8+73۲ ES du- کو صصق‎ COME E 
E: 2 | | : : | 7 | = 
— = ER : mar na e. 2 y i 1 | 
- G e e 
e bo so کے‎ tu 7 i | E IA 
i 13 +9 تد وت‎ +9 1 +5 7 1) 7 5 3 
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Guide-Tone Lines - Exercise #1: “Write and Play” 


Write out and play guide-tone lines in tempo for various chord patterns and tune progressions. Use comping 
tapes of: (1) root motion or bass line only; and (2) full chordal accompaniment. Begin by writing guide-tones 
only (3rds, 7ths, altered 5ths), then include roots and perfect Sths, then allowable tensions. Observe the 


“leaping at point of chord change” rule. Create continuity and development through melodic sequence. 
Record lines for critique. 


Guide-Tone Lines - Exercise #2: “Improvising Guide-Tone Lines” 


Using the play/rest approach, practice improvising guide-tone lines in tempo over chord patterns and tune 
progressions. Use comping tapes of: (1) root motion or bass line only; and (2) full chordal accompaniment. 
Begin by playing guide-tones only, then chord tones only, then chord sound only. Observe the “leaping at 
point of chord change” rule. Develop melody through melodic sequence. Record solos for critique. 


Example: Daily Practice Routine - Guide-Tone Lines 


7 1. 40 (20) minutes on writing guide-tone lines over chord patterns and tune progressions. 

Z 

1 2. 20 (10) minutes on playing written guide-tone lines. | 

Z 

Z 3. 40 (20) minutes on improvising guide-tone lines. 

Z 

2 4. 20 (10) minutes on spirit and mood of the music. 

Embellishing Guide-Tone Lines 
Embellishing a guide-tone line means adding melody notes to the original, more simplistic line, thereby 
creating a higher level of rhythmic density. The result sounds similar to an improvised solo. (Review the 
conventional embellishment techniques discussed in the section on Melodic Embellishment, which can be 
used here as well.) Rhythmic anticipations and syncopation are necessary to create the feeling of forward 
motion in the line. Observe the “leaping at point of chord change” rule except between melodic phrases. 
Example [:61R 
Simple guide-tone line. 
D-7 G7 CA7 A7 

Embellished version of above line. 
D-7 G7 CA7 A7 


psum ant _‏ — 
سے کے طط ےج تج ése‏ 
LA‏ 


Simple guide-tone line. 
D-7 G7 CA7 A7 


dst 
Q 
BEEN 
پل‎ 
PH 
HHH 
9 


D-7 G7 CA7 A7 
p EN E nt. ant. ant. 
-9 ae 1 Paena m ا‎ 
ej-—— —t.—.—— — crm == 
5 z == AG z i. e—9 je 


Embellished version of above line. ۱ 


Example [:63R 


Section | 


Simple guide-tone line. 
De G79 CA7 A7 
ect 2 bz 2 2 D oO 3۹ 
Embellished version. 7 
A De G73 CA7 A7 
= = S TEES ant. : 
6 = = pc OON سے رس سے سے‎ t3] 
SPN UAP | Ud 
Embellished version. 
Da G79 CA7 A7 
b CS | CS — 4 —= 
2 | == 
a الع و‎ E ےچ‎ 


Embellishing Guide-Tone Lines- Exercise #1: “Write and Play” 


Write out simple, basic guide-tone lines on chord patterns and tune progressions. Then write out embellished 
versions of these guide-tone lines using conventional embellishment techniques, incorporating various 
amounts of activity and space (rest). Observe the “leaping at the point of chord change” rule except between 
phrases. Using comping tapes of (1) the root motion or bass line only and (2) the full chordal accompaniment, 
play the original [written] guide-tone line followed by the embellished version. Record lines for critique. 


Embellishing Guide-Tone Lines - Exercise #2: “improvising the Embellishments” 


Same instructions as Exercise #1 except improvise the embellished versions of the original guide-tone lines 


instead of writing them out. 


Embellishing Guide-Tone Lines - Exercise #3: “Points of Departure and Targets” 


On a chord patterrror tune progression, write out a siMpté guide-tone line using one note per chord. Thinking 
of one guide-tone as the "point of departure" and the next guide-tone as the “target”, improvise a melody 
line connecting two (or moreyadjacent guide-tones together. Vary the amounts of activity used to connect 
the guide-tones. End some phrases with notes of short duration, others with a sustained note. Continue this 
throughout the solo, resting (some) after each “connection” (or series of connections) is made. (See example 


on next page.) 
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Example: Daily Practice Schedule - Embellishing Guide-Tone Lines 
1. 30 minutes on exercise #1. 


2. 30 minutes on exercise #2. 


3. 40 minutes on exercise #3. 


IY 


4. 20 minutes on the spirit and mood of the music. 
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Section | 


Chord Scales 


Chord scales are scales applied to chords for the purpose of deriving melody in an improvised solo. They can 
be useful tools provided you recognize that “thinking” about scales while you improvise must [ultimately] 
be transcended. In the meantime, chord scales are invaluable for developing a more linear approach to 
improvising, and for revealing tonal possibilities on chords which, otherwise, might go undiscovered. 


It is not my intention here to present an in-depth study or explanation of chord scales, as this information 
is already available in numerous books. (It must be assumed, therefore, that the student has had atleast some 
prior experience with chord scales and harmonic analysis.) My objective is to show effective ways to practice 
scales and apply them to chords. Following are 2 charts which summarize the theory of conventional chord 
scale formation and application. 
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Section | 
MODES AND CHORD SCALES INFOR 
Chord Type Corresponding Mode or Parent Scale and Diatonic Function and 
Chord Scale Location Origin 
Major 7th IONIAN Major Scale on Root ۱۵۸7 in Major 
| (Major 6th and Major Triad also) m * mee : e 
LYDIAN J P4 (T PS) Major Scale IVA7 in Major 
MIXOLYDIAN | P5 (T P4) Major Scale V7 in Major 
LYDIAN 7 1 PA (T P5) Melodic Minor IV7 in Melodic Minor 


Dominant 7th 


ALTERED (Augmented Dominant) 


T -2 (1/2 step) Melodic Minor 


VII7 in Melodic Minor 


HALFANHOLE 


Root, 1/2, 1..., Root 


Symmetrical Scale 


MIXOLYDIAN 69 3 
(Augmented Dominant Also) 


P5 (T P4) Harmonic Minor‏ ل 


V7 in Harmonic Minor 


WHOLE TONE (Aug. Dominant) 


Root, 1, 1..., Root 


Symmetrical Scale 


Dominant 7 sus 4 


MIXOLYDIAN sus 4 


4 P5 (T P4) Major Scale 


V7 in Major 


Dominant 7 sus 4 ^9 


MIXOLYDIAN sus 4 +9 


P5 (T P4) Harmonic Minor‏ بل 


V7 in Harmonic Minor 


Minor/Major 7th (Minor Triad Also) 


MELODIC MINOR 


Melodic Minor on Root 


1-47 in Melodic Minor 


HARMONIC MINOR 


Harmonic Minor on Root 


1-47 in Harmonic Minor 


Minor 6th (Minor Triad Also) 


MELODIC MINOR 


Melodic Minor on Root 


l-6 in Melodic Minor 


Minor 7th (Minor Triad Also) 


DORIAN 


| Minor 755 (Half Diminished) 


| Diminished 7th (Dim. Triad Also) 


Augmented/Major 7th 
(Augmented Triad Also) 


. ل‎ -3 Melodic Minor 


0 y M2 Major Scale 1-7 in Major 

PHRYGIAN y M3 Major Scale | lll-7 in Major 

AEOLIAN T -3 Major Scale VI-7 in Major 

LOCRIAN 1-2 (1/2 step) Major Scale | VIE7+5 in Major 

LOCRIAN 49 | T -3 Melodic Minor ! VI-7*5 in Melodic Minor 

LOCRIAN 413 + M2 Harmonic Minor | 1-765 in Harmonic Minor 
| WHOLE/HALF | Root, 1, 1/2...., Root | Symmetrical Scale 
| IONIAN/AUGMENTED ل ظ‎ -3 Harmonic Minor ۵۶+ا(|:‎ in Harmonic Minor 
. LYDIAN/AUGMENTED Ill-37 in Melodic Minor 


MINOR 3rd/MINOR 2nd 


Root, -3,-2 Root 


Symmetrical Scale 


54 


A 
A 
1 
A 
1 
I 
A 
I 
E 
I 

| 

۱ 
1 
| 
A 
1 
E 

| 
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lord Tones Diatonic Tensions Diatonic Most Common Application 
(Chord Formed by Tensions) Non-Harmonic Notes (Subject to Melody and Chord Symbol Agreement) 
1 5, 7 (6) 9, 11, 13 (ll-) 11 (4) 1A7 (All "Tonic" Major Chords) 
سس سے‎  ——————— ——————————»————————————AA —— E سر كي‎ TIGE 
E 5. 7 (6) 9, 811, 13 (IA) 0 IVA7 (All "Non-Tonic" Major Chords) | 
5,7 9, 11, 13 (Il) 11 (4) | V7 in Major, 17 Blues, V7/IV in Major 
1,3, 5,97 9, 311, 13 (lA) 0 | 17, 817, 117, PAZ, IV7, V7, V7 in Maj, »VI7, VIZ, PVII7 
. x ب ب‎ 8 - 
L (no P5), 7 69, 89, 811, 213 0 ۲7, ۱۶ in Min, HZ, V7 (Maj or Min), VIZ, VII7, V7, IV 
E 5,57 69, 29 111,513 0 | 17, H7, 117, M7, V7 in Major, VI7, VII, 
, 5,7 9, 11,613 (HA) 11 (613) V7 in Minor, VI7 (Major or Minor) | 
1 | 
1, 3, (+5), 7 9,411, (+13) 0 +7 in Major, V+7 in Major, V+7 in Melodic Minor 
i 57 9, 10, 13 0 All Dominant 7 sus4 Chords | 
Mo 
۲٢ 5,57 F9, 10, 613 GlI-) 13 All Dominant 7 sus4»9 Chords 
53,5, 7 9, 11, 13 (Il) 0 All Minor/Major Chords 
1,3,5,7 9, 11,13 (19) 13 All Minor/Major Chords 
i. 5, 6 9, 11, A7 0 All Minor 6th Chords 
1 7, III-7, V7, V-7, PVI-7, #VIET (1-7 1 
35,67 | 9,11, 13 (II) ۵ 4-7, ۱7۱ ۷ 7,۱۸7,۰۷۱٢7, ۰۷۱٢7 (l-7) 
(Dual Function {I-7’s) 
1,63,5,57 +9, 11,513 (MIA) 9 7-زاا‎ (1-7) 
E 5,7 9,11,+13 (119) 13 | 7۔۷‎ (1-7) 
58 b5, 7 ١ P9, 11,513 (MIA) 9م‎ All Minor 7^5 (a) Chords 
F7 7 | $9, 11,513 (19) |o | 11755 in Major, I-75, IV-7»5, $IV-7*5, V-7*5, VI-7>5 
1,3,5, 7 | +9, 11,313 (Hl) b9 اا‎ - 7/55 in Minor | 
I | | | 
7*3, +5, bb7 (97) 19, 11,13, A7 (1197) 0 ١ All Diminished Triads or Diminished 7th Chords 
Lm | : 5 
E +5,7 19,11, 13 (II) 1113 All Augmented Major 7th Chords 
E +5, 7 (6) 9, 211,13 (11A) 23 All Augmented Major 7th Chords 
1,3, 45, 7 29, كم‎ (P12) 0 All Augmented Major 7th Chords 


SUGGESTED CHORD SCALE APPLICATION BY HARMONIC FUNCTION 


Tonic Major Chords 


| major triad, l6, lA7 take IONIAN. 


[Note: Most major chords in progressions preceeded by their V7, 
ll-7 V7, substitute V7 or Il-7 V7 can take IONIAN.] 


Dominant 7th sus 4 (all): MIXOLYDIAN sus 4 


Dominant 7th sus 4^9 (all): MIXOLYDIAN sus 4 ^9 


a. 
Tonic Minor Chords 


Common Non-Tonic Major Chords 


>INAZ, IVA7, ^VIA7 7 take LYDIAN‏ ,۵7ا۱ 
(unless preceeded by its V7).‏ 


1. triad, ۵7: MELODIC MINOR or HARMONIC MINOR 
2. l-6 (all): MELODIC MINOR 
3. -7: AEOLIAN (NATURAL MINOR) 
[Note: ۰7 can also take DORIAN or PHRYGIAN depending on 


Augmented / Major Chords 
جا‎ triad, ۱+۵7 can take IONIAN / AUGMENTED or -3, -2. 


All non-tonic augmented major chords take LYDIAN /AUG. 
Or -3, -2. 


4 harmonic context.] 


Common Non-Tonic Minor Chords 


1. 1-7: DORIAN 


2.17: PHRYGIAN Diatonic 


Dominant 7th Chords 


1. IZ (V7/y): MIXOLYDIAN, LYDIAN 7, 1/2, 1. (V7/\, altered pos.) 
27 6V7/): LYDIAN 7 
3a. 117 (V7Ay) in major: LYDIAN ^7, WHOLE TONE 

b. 117 (V74) in minor: ALTERED (Il+7), MIXO +9, 3 (7+اا)‎ 

4 ) LYDIAN 7 

5. II7 (V7A,): ALTERED (+7) 

6. IV7 GV7Ay: LYDIAN 7 

7. ۷۶ FVII: LYDIAN 7 6V7y altered pos.) 


8a. V7 in major: MIXOLYDIAN, LYDIAN *7, ALTERED (V+7), 
1/2, 1, WHOLE TONE (V+7) 


b. V7 in minor: ALTERED (V+7), MIXO 9, 13 (V7) 
3.7 GV7A)): LYDIAN 7 


10a. VI7 (V7/Il) in major: MIXOLYDIAN, LYDIAN?7, 1/2, 1, ALTERED 
(VI+7), MIXO *9, 613 (Vi+7) 


b. VI7 )۷۶/ in minor: ALTERED (Vi+7), MIXO +9, 613 (Vl+7) 
11. ۱۷۱۶ 9۷7۸۸۰ LYDIAN 7 


12. VII7 (V7/g): ALTERED (VIl+7), MIXO *9, 3 (Vil--7) 


[Note: All -7+5 (Ø) chords can take LOCRIAN.] 


3. VI-7: AEOLIAN 
4. blll-7: DORIAN 


5. IV-7: DORIAN Non-Diatonic 


6. V-7: DORIAN 


[Note: Dual function Il-7th chords, i.e., «—(II-7/1.7) or 
€- (747), can take DORIAN (melody permitting) but the 
other minor 7th chord scale works as well.] 


Minor 7:5 Chords (Half Diminished) 


1. I-75 in major: LOCRIAN #9 

2. 1-755 in pure minor: LOCRIAN *13 

3. li-7*5 in non-tonic minor: LOCRIAN or LOCRIAN 49 
4. I-75: LOCRIAN or LOCRIAN 49 

5. FIV-7+5: LOCRIAN or LOCRIAN #9 

6. VI-7*5: LOCRIAN or LOCRIAN 49 


i 


7. VII-7*5: LOCRIAN or LOCRIAN وا‎ 


Diminished Triads or Diminished 7th Chords (all): 1, 1/2 
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Chord Scale Practice - Exercise #1: Scale Patterns 


Before using a chord scale to improvise in the context of a chord progression, it is important to really know 
the scale inside out. As part of the preparation, practice the scale mechanically using various scale patterns. 


[Note: Concentrate on major scales in all keys first, since it is relatively easy to learn other scale forms once 
you have strongly established the major scale as a point of reference. After major scales, practice melodic 
minor (ascending version) then move on to harmonic minor and symmetrical scales, such as the whole tone 
scale, the half step/whole step scale, etc. The major scale produces 7 modes (Ionian, Dorian, Phrygian, Lydian, 
Mixolydian, Aeolian and Locrian). The melodic minor scale produces 5 mofé conventional chord scales 
(melodic minor, Lydian/augmented, Lydian +7, Locrian #9, and altered dominant). The harmonic minor scale 
produces 4 chord scales (harmonic minor, Locrian 413, lonian/augmented, and Mixolydian 9, ^ 13). These 3 
scale forms - major, melodic minor (ascending) and harmonic minor - are extremely important to know in 
all keys since they are the “parent” scales for so many other scale forms.] 


Consider these suggestions when practicing the following scale-pattern exercises: 
1. Practice at various tempos 
۔‎ Use even and swing 8th notes 
. Use triplets 


. Play exercise ascending/descending 


2 
3 
4 
5. Play exercise descending/ascending 
6. Begin exercise on every scale degree 

7. Begin exercise on the downbeat 

8. Begin exercise on the upbeat 

9. Use various articulations (e. g. staccato, legato, and various combinations) 

10. Use the entire range (or a substantial range) of the instrument with each exercise 


11. Practice the same one or two scale patterns for several days before changing to others 


12. Practice each (selected) scale pattern in 6 keys on one day, the other 6 keys on the next day, etc. 


^ A E 
N 0 
7 و‎ AA — Se H 
GE. z e * ے 7 .^$ .43 9 نے‎ E AA س‎ . . * = 
a 
c 
E LA^ حمر‎ FN 
E P هم‎ | 
a Gnt—e دس جس ے‎ Z o z ad t سے‎ 
2 ھ۔‎ e 
2 $ Zog; s E ےج‎ p o وت ع‎ a 
E 
a 
| ce...” 
L2 => z 7ھ سے = ا‎ a! 
2-4 . ° x = 
e s e"? 2 e 5 " 
c rs PR Lam 
i ENT) 9—. 8 ^x oe are 
an z > = 7 e z 2 = * 
e z * etc. 
^ £N 
2 a e—— ہے یہ و‎ 7 | 
== > = Z ہھ۔‎ oy سے‎ I 
| e) e*t 7 were 
3 1 
2 | x = alternate note e ER e و‎ e- > 
"m. 4 | 
aby é - = E. zo Kc Sg | 
= en $2 E P wh E ze pr HS + 
| = DOCAS 9 : 
El e Pa پور‎ yg e e- $T uu 
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عا اناد 
N N‏ 
o ER ii - E‏ ل اق e = = e e‏ 6- 2 
um oS A‏ جو ———M—‏ = 6 5 
m‏ 
£x‏ 
^ ہم ت 
El 3 a E xi z y. =a E du ETHER: 3‏ 
e 5 = 2‏ و *7 a — ES‏ 
ہے ح ‏ ہے ےہ سے کے ڪڪ ڪڪ E‏ 
A $ * murum‏ ° چ 
EZ * y‏ € 
| 
(e )=optional not MN A YN |‏ 
e a - i -‏ 
za $ > = e 9 (eau ee = 1‏ 
e tsyo 9 (9.‏ 
e * (ej. À > ae e |‏ 
(a) ۱‏ 7% " 
£ 
ےم ہم ET‏ 
E e-‏ 
ee :‏ سے ہے dto egw z‏ 
Eis . * sa. (oy ¢ se? t E DES e‏ 
E 3”‏ 
nm‏ 
کم em‏ 
e MN‏ و 2 (e)'-‏ 
Y .- = 2: xw‏ 
te) = "- bad 7 (shy dw e- e e = * e E;‏ ےہ Bn + (s)‏ 40 - 
e- (e)‏ + © 


Chord Scale Practice - Exercise #2: "Improvising on Individual Scales" 


After practicing a chord scale mechanically using scale patterns, improvise on the scale (one scale at a time, 
unlimited duration, modal-style) using the play/rest approach. Incorporate melodic shapes and ideas learned 
from the scale-pattern exercises. Use [diatonic] scale notes only for now, i.e. no non-diatonic notes. Practice 
improvising at various tempos, out of tempo ("free") but in the scale, with accompaniment and without 
accompaniment. 


Example 2658 


C major scale 


SESJE‏ برک ای ےس rare‏ رخ و ےو ےہ ےا 


eo 
X 
v 
7 
^ 
0 1 
| 0 
uy 
ah 
Nad 
> 
He 
Jj 
amm mmm mmm Omm (mmm (m — MM — m—— I zu [^ x] mmm 
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Chord Scale Practice - Exercise #3: “Improvising Over Chord Changes” 


Select 2 different chords and assign appropriate but contrasting chord scales, as in the following examples: 
1. G7 altered (Ab melodic minor), CA7 lonian (C major scale) 

2. G7 altered, C-6 melodic minor 

3. D-7 Dorian, G7 altered 


4. Dg Locrian, G7 (1/2,1) 
7 


Practice improvising on each chord of the 2-chord pattern individually, with unlimited duration, modal-style, 
(with and without using a selected rhythm - see below) in order to become familiar with the notes and sound 
of each chord scale. 


Then assign an equal duration to each chord, e.g. 8 beats (2 bars each) or 4 beats (1 bar each) in 4/4 time. 
Use repeat signs to indicate indefinite repeat of progression. 
Example 1:66 


G7alt. CA7 
FFL FFF FF] VEN 


There is little contest to being melodically active and accurate before or after a chord has changed. The real 
challenge is to play actively and accurately during a chord change. Therefore, choosing your own melody 
notes, use the following rhythms to insure that the improvising will be melodically and rhythmically active 
(to varying degrees) while the chords are changing. 


G7alt. CA7 G7alt. CA7 
1 e|: M. 7 1 j| 5 | P سا‎ 
Q optional 2 bars rest ___ 5 سس‎ LLL í enmt 
Rhythm of #1 is displaced by 1 ful! beat; use same chords: 
G7alt. CA7 
z ex I 43 3 en se E. سک[‎ 
Rhythm of #1 is displaced by 2 full beats; same chords: 
G7alt. CA7 
3 C |i = 1 31] | E E J | i 1 : [ess 
Rhythm of #1 is displaced by 3 full beats; same chords: 
G7alt. CA7 
و دک‎ ٦ = s | ire, 
Now reverse the order of the chords and repeat the above rhythms. 
Example 1:67 
CA7 G7alt. CA7 G7alt. 
3 N m WW Pc | - | - | Repeat 
C | e e oe e oe o | E “| indefinitely 
“optional 2 bars rest 2 ls +٤٦ 
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Variations: 


1. Use simpler, easier rhythms, e.g.: 


G7alt. CA7 


ek J J oJ fe 


2. Practice without 2-bar rest at end. 
3. Practice at fast tempos. 
4. Change melodic curve each time. 


5. End on a different pitch each time. 


6. Apply rhythms 1-4 separately or in sequence, e.g. rhythm #1 for X repeats, to rhythm #2 for X repeats, 
to rhythm #3, etc. 


7. Apply rhythms separately or in sequence to a tune progression, beginning in the 1st or 2nd bar of the 


progression. [Note: Progressions where the general chord duration is 4 or 8 beats (1 or 2 bars) are easiest 
to work with.] 


Example: Daily Practice Schedule - Chord Scales/Melodic Accuracy 
1. 40 (20) minutes on scale patterns played mechanically. 


2. 20 (10) minutes on improvising with individual scales. 


3. 40 (20) minutes on improvising over chord changes using predetermined rhythms (apply to chord patterns 
and tune progressions). 


AS 


4. 20 (10) minutes on the spirit and mood of the music. 


ا 


1 
I 
i 
: 
B 
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Stretching The Time 


Stretching the time while soloing means to intentionally contract or expand the note values slightly [i.e. to 
rush (contract) or drag (expand) the tempo]. The objective is to clearly define a steady alternate tempo to 
the one being played. This is done as a special effect to-create interest in the solo. There are, then, 3 possible 
ways or places to play the time: 


1. dead center (consistent with the actual tempo), 
2. ahead of center (slightly rushing the tempo or contracting the note values), 


3. behind the center (slightly dragging the tempo, or expanding the note values). 


Stretching The Time - Exercises #1 and 2 


Set the metronome at a medium slow tempo, e.g. J = 96. Begin by playing the exercises with dead center 
time for several (4-8) beats. Then increase (or decrease) your tempo slightly but noticeably and hold it steady 
for several beats against the metronome. Finally, return to dead center for the end. Repeat several times. Vary 
the tempos on the metronome. Use swing and even feel. 


EXERCISE 1: Using a single pitch: 


Example II:1R 


Metronome (4-96) 


ا جب چا e X‏ 


I 


Repeat indefinitely 


Dead center time— — — — — — slight accell.- — - © hold: رو‎ — — — Play dead center 
for ritard.) - new tempo: (or accell.) 


EXERCISE 2: Using a scale or scale pattern: 


Metronome (s-96) : Repeat indefinitely 


-—— = 1 
= 
A = 
Dead center time — — — — — slightaccell.- — - `- hold: — — — — ^ritard. — — — Play dead center 
«Lor. ritard.).. new tempo. (or. accell.): 


Stretching The Time - Exercises #3 - 9 


[Note: Use consecutive 8th-note or quarter note values to clearly identify the a/tered time centers.] 


Using the play/rest approach and varying the phrase lengths, improvise at a medium tempo on a single chord 
or familiar chord progression with a comping tape or metronome as follows: 
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Throughout the solo: 


EXERCISE 3: Play each phrase from beginning to end with dead center time. Focus on tempo accuracy and 
clearly defining the tempo with the rhythms played. 


EXERCISE 4: Begin each phrase dead center for several beats, then to ahead (or behind) center for several 
beats or more, and back to dead center for the ending. 


EXERCISE 5: Begin each phrase with dead center time for several beats, and end each phrase ahead of the 


center (i.e. slightly faster) for several beats or more. ; 


EXERCISE 6: Begin each phrase ahead of center for several beats or more, and end each phrase with dead 
center time for several beats. 


EXERCISE 7: Begin each phrase with dead center time for several beats, and end each phrase behind the 
center (i.e. slightly slower) for several beats or more. 


EXERCISE 8: Begin each phrase behind the center for several beats or more, and end each phrase with dead 
center time for several beats. 


EXERCISE 9: Play consecutive phrases with different time centers, e.g. play 2 bars dead center, rest, play 2 
bars ahead of center, rest, play 3 bars behind center, rest, etc. 


After making some progress at a medium tempo, practice the above exercises at faster and slower tempos 
and with different time signatures. 


[Note: When playing ahead or behind the center, beware of rushing or dragging the tempo to the point of 
losing your place in the music. If this should occur, however, simply stop playing, listen for where the tempo 
is and where you are in the tune's harmony, and begin playing again. Also beware of playing rhythms which 
have a recognizable relationship to the actual tempo.] 


Time Awareness - Exercise #1 


Two or more players (any instrumentation) improvise simultaneously on a single chord or a fimiliar chord 
progression without accompaniment. One player creates variations in the tempo by gradually speeding up 
or slowing down throughout the solo. The other player(s) must follow the tempo changes as closely as 
possible. The player controlling the tempo should play consecutive quarter notes (or 8th notes) for several 
(2-4) measures to execute the tempo change, which shouid be achieved gradually in order to give the other 
player(s) an obvious lead to follow. 


At a certain point in each accelerando or ritardando, the player controlling the tempo should hold the tempo 
steady for a fewmeasures to clearly establish the neWtentpo, and then begin to change it again in the manner 
described above. 


Both situations - controlling the tempo and following the tempo changes - present the challenge of soloing 
while dividing your attention between yourself and another player or players. This ability is essential for 


musical communication, i.e., you must be able to hear (and follow) not only what you are playing, but what 
is being played around you as well. 


Time Awareness - Exercise #2 


m 
: 
El 
5 


NYY 


Two or more players (any instrumentation) improvise simultaneously on a single chord or a familiar chord 
progression. One player holds the tempo steady playing dead center time while the other player(s) fluctuate 
the time from dead center to ahead and behind the center throughout the solo. This can be practiced with 
or without metronome accompaniment. 


iw) 
3 
= 
3 
y 
2 
5 
3 
I 
Q 
ع2‎ 
® 
t 
= 
3 
5 
b 
3 
d 
7 
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1. 20 (10) minutes on stretching the time, exercises #1 and 2. 
2. 40 (20) minutes on stretching the time; choose from exercises 43-9. 
3. 40 (20) minutes on time awareness, exercises #1 and 2. 


4. 20 (10) minutes on the spirit and mood of the music. 


as. بسح‎ mmm A. mum 
5 ET MES NEN SA oe 


ep 
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Dynamics - Volume Contrast 


Example II:3R 


Dynamics can create powerful and dramatic effects in an improvised solo, provided they change enough to 
be noticed! Following are examples of conventional dynamic (or loud/soft) curves for solos spanning one or 
more choruses (32 bars or more): 


Start Peak Finish 
Loud + 
1 L 
Soft +- 5 
Peak 


Loud + 

2 58 
Soft + 
Loud Peak 

3 y c RA 
Soft 
Loud Peak Peak Peak 

4 cO A A RC S 
Soft + 
Loud + Peak 

5 و‎ a بر رر‎ 
Soft 
Loud 

6 ARM cc 
Soft + 
Loud t 

7 f 
Soft + 


In each of these dynamic curves there is [some] contrast, which will help to create and hold interest in the 
solo. But not every solo must contain volume changes - frequent, extreme, or otherwise. Sometimes it is 
effective to play loudly (or softly) throughout an entire solo. And certainly, entire sections of a solo can be 
the same general volume level, provided the music is interesting or contrasting in other ways, e.g. the pacing, 
phrase lengths, rhythmic density, time-feel, motif development, etc. Contrasting dynamics will always 
enhance the musicality and sensitivity of a solo, however, and demonstrate the maturity of the player. 


Dynamic curves similar to those illustrated above can also be found in individual phrases spanning one or more 
measures. Dynamics are created “naturally” by the rhythm and melodic curve of the melody line. They are 
executed in the form of accents, articulations, “ghost” notes (half-played notes), mini-crescendos and 
diminuendos. The general rule is: the higher the pitch, the greater the accent and/or volume. 


”کے جس ھچ یں لئے we oe‏ 
Loud‏ 
Beats 1 + 2 + 3 + 4 + 1 + 2 + 3‏ 


The above example could also be played with the following "imposed" dynamics, which de-emphasize some 
of the natural accents and volume changes: 
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Example 8 
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p 
— -ے‎ _ F 
Loud 
n i 
Beats 1 + 2 + 3 + 4 + 1 + 2 + 3 


both examples above, the dynamics contribute greatly to the spirit, character and forward motion of the‏ ما 
music, especially when their execution is exaggerated in the performance.‏ 


Dynamics - Exercise #1: “Natural Dynamics” 


Select a single chord or chord pattern and assign appropriate chord scales. Write out several 2-bar or 3-bar 
melodic phrases on the chord(s), applying (written) natural dynamics to the melody line. Examine the dynamic 
curve of each phrase for contrast. Practice playing the phrases at various tempos with metronome or comping 
tape accompaniment. In the performance, exaggerate the execution of all natural dynamics, including 
accents, ghost notes, ascending lines (crescendos) and descending lines (decrescendos). 


Example H:5R 


D-7 dorian G7 altered CA7 ionian 
aS tj A 
T 
A ES eee a ie 
Loud 
5 a ا‎ | 
Beats 1 + 2 + 3 + 4 + 1 + 2 + 3 + 4 + etc 
Example 11:6R 
D-7 dorian 


ge 


ہے a‏ لل 


Beats 1 +2+ 3 + 4 + 1 + 2 + 3 + 4 + etc. 


Dynamics - Exercises 42-11: "Natural and General Dynamics” 


Select a harmonic setting and mode of accompaniment. Using the play/rest approach and varying the phrase 
lengths, improvise in tempo controlling the dynamics of each phrase throughout the solo as follows: 


EXERCISE 2: Exaggerate the natural dynamics of each melodic phrase using accents, ghost notes, mini- 
crescendos and decrescendos, etc. (Rest between phrases.) 


EXERCISE 3: Begin each phrase playing softly for several (4-8) beats, crescendo, and end each phrase playing 
loudly for several beats or more. 


EXERCISE 4: Begin each phrase playing loudly for several (4-8) beats, decrescendo, and end each phrase 
playing softly for several beats or more. 


ES 
PE 
e] 
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EXERCISE 5: Begin each phrase softly, get louder, end softly. 

EXERCISE 6: Begin each phrase loudly, get softer, end loudly. 

EXERCISE 7: Play each phrase softly from beginning to end. 

EXERCISE 8: Play each phrase loudly from beginning to end. 

EXERCISE 9: Alternate between soft and loud phrases, e.g. one soft, one loud, throughout the solo. 


EXERCISE 10: Alternate between soft and loud sections (8-16 bars) and soft and loud choruses throughout 
the solo (e.g. one soft, one loud). 


EXERCISE 11: Focus on the general idea of creating contrast and interest in the solo by exaggerating the 
natural dynamics of melodic phrases as well as changing the general volume levels. 


Dynamic Awareness - Exercise #1 


Two or more players (any instrumentation) improvise simultaneously in tempo in a selected harmonic setting, 
with or without accompaniment. One player creates variations in the general volume level by gradually (for 
one or more bars) increasing or decreasing the volume throughout the solo. The other player(s) must follow 
the volume changes as closely as possible. 


At a certain point in each crescendo or decrescendo, the player controlling the dynamics should hold the 
volume level steady for a few measures to clearly establish the new level, and then begin to change it again 
in the manner described above. 


Dynamic Awareness - Exercise #2 


Two players (any instrumentation) improvise simultaneously in tempo in a selected harmonic setting, with 
or without accompaniment. One player solos at a medium volume while the other player fluctuates the 
volume level from medium to soft and loud, exaggerating the natural dynamics as well throughout the solo. 


Example: Daily Practice Schedule - Dynamics 

1. 40 (20) minutes on dynamics, exercise #1, writing and playing examples of natural dynamics. 
2. 30 (15) minutes on dynamics, choosing from exercises #2-8. 

3. 30 (15) minutes on dynamics, exercises #9, 10, and 11. 


4. 40 (20) minutes on dynamic awareness, exercises #1 and 2. 


SOS 


5. 20 (10) minutes on the'spirit and mood of the music. 


Articulation 


Articulation refers [here] to the type of attack given to a note (e.g. staccato or legato), which in turn 
determines its played length or value. Staccato articulation means (for our purposes) to play the note with 
a somewhat sharp attack and for approximately half its written value or duration. For example, a staccato 
quarter note would be played like an accented 8th note. Staccato articulation is generally applied only to 
quarter notes and notes of lesser duration (8th notes, triplets, and 16th notes), and at any volume level. 
Consecutive staccato notes are played with an audible separation between them. 


Legato articulation means (for our purposes) to play the note with an audible attack (enough to give definition 
to its rhythmic placement, but not necessarily a sharp attack), holding the note for its full written value or 
duration. For example, a legato quarter note would receive an audible attack and be held for one full beat. 
Legato articulation can be applied to any note value at any volume level. Consecutive legato notes are played 
with no separation between them. 


Changing and exaggerating the articulation during a melodic phrase gives the music character, demonstrating 
the instrumental control or proficiency of the player. Consecutive 8th notes or triplets are more often played 
with legato articulation than staccato, however, staccato works well in this context as a special effect, 
particularly when applied to consecutive even 8th notes while the accompaniment plays with a swing feel. 
[Note: Drummers execute legato in solos by playing cymbal or concerted cymbal and drum attacks, and 
staccato by playing pressed drum attacks only, i. e. no cymbals. ] 
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Example II:7a-eR 


a Using a single pitch 2 


Ge re مھ سے‎ Z peer 


etc, 


2 0-0 NUN 
کے سے جک سے ممح سے سے کے سے کے ممم‎ ERES 
c Using a scale f 
ح ڪڪ‎ 


E 
ا‎ 
1 
I 
1 
=1 
J 
٦ 
مت جع سے می‎ | 
۱ 

| 

| 

| 

| 

| 

| 

| 

| 

i 


CIIM Tl =‏ 
بر ا ا بج a See‏ بصي 


CA7 
5 
4 E = 
= im 22 
Articulation - Exercises 81-6 


Select a harmonic setting and a mode of accompaniment. Using the play/rest approach, improvise in tempo 


playing predominantly 8th notes (with swing or even feel) and triplets. Exaggerate the types of articulation 
indicated in the following exercises throughout the solo. 


[Note: The exercises below can be played using a single note (with rhythmic variation only) as a warm-up 
before improvising on chords.] 


EXERCISE 1: Each phrase uses predominantly legato articulation. 
EXERCISE 2: Each phrase uses predominantly staccato articulation. 


EXERCISE 3: Begin each phrase with legato articulation for several beats, and end using staccato articulation 
for several beats or more. 


EXERCISE 4: Begin each phrase with staccato articulation for several beats, and end using legato articulation 
for several beats or more. 


EXERCISE 5: Begin each phrase with legato articulation for a few beats, then change to staccato for a few 
beats, and return to legato articulation for the ending. 


EXERCISE 6: Focus on the general idea of changing articulations between legato and staccato throughout 
the solo. 


dunt nM: Section If‏ ہی 
Example: Daily Practice Schedule - Articulation‏ 
minutes on articulation, exercises #1 and 2.‏ )10( 20 .1 
minutes on articulation, exercises #3 and 4.‏ )10( 20 .2 


3. 20 (10) minutes on articulation, exercises #5 and 6. 


RXTE 


4. 20 (10) minutes on the spirit and mood of the music. 


Scale Patterns 


Scale patterns are groups of several scale notes arranged in a certain order which can be practiced on chords 
and eventually used in an improvised solo, e.g. as “send-off” ideas to begin a melodic phrase, etc. 


Following are examples of scale patterns in 4-note groups, incorporating the tonic triad of the scale plus one 
additional note. 


Scale patterns using the tonic triad (1,3,5) plus the 2nd of the scale: 


d 2: 375 S 5 do 
1523 ٹوو جو‎ 
Te وک‎ 335,2 3.512 
2: Ws 5 3 2 1 
2* 3. 75.5 5 uec] .2 
25 3 1 br 3 AS 


Scale patterns using the tonic triad (1,3,5) plus the 4th of the scale: 


1 3 5 4 1345 
5 3 1 4 3 4 5 
5 1 3 4 1435 
1 43 5 1 5 4 3 
qo‏ .تد وت ہے But.‏ 4 1 3 
4 3 1 5 4 1 5 3 


Scale patterns using the tonic triad (1,3,5) plus the 6th of the scale: 


5316 1356 
T 46 23713 29.764 1.73‏ 
36 کو راوہت 105-316 
1 3 5 6 1 5 6 3 
5 3 1 6 5 0 3 
3 1 5 6 6 35 


Scale patterns using the tonic triad (1,3,5) plus the 7th of the scale: 
(i M 5 3 1 7 


Toe 5 1.3 7 
LAIA SU d. b d 
3-057 45. 1 OIE 7j 
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[Note: Some scale patterns may be inappropriate on certain chord types. For example, the scale pattern 1 
5 3 4 by itself does not work well on major chords because the last note of the pattern (4) is an unresolved 
non-harmonic tone on the chord. Likewise, the scale pattern 3 5 4 1 on a major chord leaves the non- 
harmonic tone (4) unresolved. Therefore, scale patterns should, for now, comply with the rules of resolving 
non-harmonic tones in the melody.] 


The altered dominant chord scale has two 2nd degrees (+2 and #2) and two possible 5th degrees (^5 and #5), 
Therefore, when a scale pattern includes a 2nd and/or a 5th, simply select one of the two versions available. 


Scale patterns can be practiced or applied with any appropriate rhythm or rhythm pattern. The following 
rhythms are suitable for 4-note scale patterns: 


1 chord - 4 beats 1 chord - 8 beats 1 chord - 2 beats 


Ex 1 2 3 5 1235 


TH [Mu‏ .1 مج 
rid || LL. UTAH dg‏ 


pow 
«1 
ES 
mes 


p JN Jim | 
lie ۷ ds 


vi 

e 
ur 

کس 


8 prr A. | 


[Note: Simpler and/or variable (improvised) rhythms may also be used, e.g. Ile a dd II, etc] 


Scale Patterns - Exercise #1 


Ona single chord and chord scale, play several (8-10) different scale patterns in succession but using the same 
4 notes (e.g. tonic triad plus 2nd) with the same or different rhythmic patterns. Practice in tempo, with and 
without accompaniment. Modulate up or down by 1/2 steps, repeating the exercise in each key. Then, using 
the same chord type and chord scale, choose different notes (e.g. tonic triad plus 4th) and repeat the entire 
exercise. 


Example 1:8 


CA7 lonian (using tonic triad plus 2nd) 


é cE i 1 2 e 2 —" 1 | ۱ 2 : | ي ا‎ i 
e) + . تہ‎ 9 5 vee P 9—s. 7 9 . سے‎ 
1 2 3 1 2 8 etc. 
Modulate up 1/2 step 
ب — — — ۱ سے‎ = - DO eee m aa 
احص‎ E E | == 1 لج ا س تس“‎ 
: ۱ — e—a ۱ .9——- : f . 9 — a 
y * 5 ini v e 5 e 9 6ه‎ e. 9— 
CAZ ۸٥ (using tonic triad plus 4th) Modulate up 1/2 step 
SSA == 
: og ze? 1 ae — 44 ^ eg 4 | 
e) - ^ i eo > es Ld 9 5 سی ای‎ z 


etc. 
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Scale Patterns - Exercise #2 


Arrange several chords of the same type (e.g. all minor 7 chords) in a progression. Assign equal or varied 
durations for each chord, balancing the harmonic rhythm. Select an appropriate chord scale (e.g. Dorian for 
minor 7th chords). Play the same scale pattern (e.g. 3 1 5 4) using the same or different rhythmic patterns 
on each chord of the progression. Repeat the exercise 2 or 3 timesin tempo. Then use a different scale pattern 
(e.g. 543 1) and repeat the exercise several more times. Change to a different chord type (or leave the chord 


type the same but use another appropriate chord scale) and repeat the exercise. 
4 


Example 9 
(Using Dorian scale with 3 1 5 4 scale pattern) 
C-7 Eb-7 Db-7 B-7 
EET Lu == | 
p be S 


Bb-7 Ab-7 G-7 


A-7 
5 i - 
SS SSS 


"s 


(Using Dorian scale with 5 4 3 1 scale patterns) 
E Eb-7 Db-7 B-7 
Į m ; i rm EE 
جع تی‎ bebe E La کک ےس‎ 
Bb-7 Ab-7 G-7 
= SS 4 
pe ee ٭‎ H- fs 
i (Using Phrygian scale with 2 3 1 5 scale pattern) 
Eb-7 CH-7 B-7 


===». 


i A-7 
ES x ý b ei + zi E 2 ba E 3 = = 3 


| Scale Patterns - Exercise #3 
Apply instructions from exercise #2 above to different chord types in a chord pattern (e.g. ll-7, V7, 1A7) or 
١ a tune progression. 
Example 11:10 
(Using 1 5 3 2 scale pattern) 
Dø (Locrian 19) G7alt. CA7 (onian) 
| ] ———— a i 
ہت | تج د‎ e Vau a | | 
Cø (Locrian 5 9) F7alt. BbA7 (onian) 
cmm 
1 1 i : ! 
Pe 1 1 1 | 
a 8 5e —5- Sao o 
- 9 e 5 e 7 
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Scale Patterns - Exercise #4 (Using Scale Patterns as Send-Offs) 


Using the play/rest approach, improvise on a single chord, chord pattern or a familiar tune progression, 
beginning each phrase with the same (or different) scale pattern. End each phrase with improvising. Practice 
in tempo, with and without accompaniment. Vary the phrase lengths. 


Example 11:11R 


C A7 lonian (using same scale pattern to begin each phrase) 
= 
Se ee ee eee ee 
ge f 5 7 = هته‎ ES * 

1 


2 3 


Example Ii: 12R 


C A7 lonian (using different scale patterns to begin each phrase) 


2 سے تک‎ 
ease EE ہد ہے‎ I I rapto E ain | 


3 15 E 
1 2 1 2 
: E : 5 
وي‎ Ss ee 
eis. e : 2d ELS ED etc. 
Example 11:13R 
(using same scale pattern to begin each phrase) 
D-7 G7 CA7 A7 D-7 G7 
= == 1 1 
SSS و‎ SS 
dE ue ' d un "je di i 
CA7 ۹9ھ‎ D-7 G7 CA7 A7alt 
7 3 
LS ےر‎ euo کے‎ 
] 1 j | Hi ES ٤ 
f 3 و‎ “e 2 جو ہے‎ 5 owe P: i 
15 2 
D-7 G 7ait. CA7 A7 alt 
3 
+ : 4 ~ ١ + — 1 
س‎ EE RECTE E REN | و میم‎ E 
3 070 e s- ہے‎ + e- 
e 5 X ERE کے‎ .- 5 tas ge ہے‎ ee 7 
1 é : 
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Example 11:14R 


d (using different scale patterns to begin each phrase) 
C-6 G-7 C7 FA7 E-7 
es 1 E 
5 E 1 [ -- * نے‎ 
= he Pa Ser one 
5 E — 4 3 
4 35 m 3 نا‎ EC 4d: له‎ 
1 
d 87 EbA7 Eb-7 Ab7 DbA7 Da G7 C-69 


i Example: Daily Practice Schedule - Scale Patterns 


1. 60 (30) minutes on exercises #1 and 2. 


2. 40 (20) minutes on exercises 43 and 4. 


NNT 


3. 20 (10) minutes on the spirit and mood of the music. 


Lower Structure Triads 
A lower structure triad (LST) is any major, minor, diminished or augmented triad comprised of chord tones 


only from the chord or chord scale, i.e. using the root, 3rd, 5th and 6th (on 6th chords) or 7th (on 7th chords). 


With conventional 4-part 7th chords, the lower structure triads are: [root, 3rd, 5th], and [3rd, 5th, 7th]. On 
4-part 6th chords, the lower structure triads are: [root, 3rd, 5th] and [6th, root, 3rd]. 


Example: For CA7, the lower structure triads are © major [1,3,5] and E minor [3,5,7]. For C6, the lower 
structure triads are C major [1,3,5] and A minor [6,1,3]. 


Example 11:15 


CA7 C triad E- triad 66 C triad A- triad 
3 
$ $ == =$ es Eg mis : 
3 3 ۴ 3 
1 2 E Siue 1 x - 1 


The augmented dominant 7th chord has only one lower structure triad - the | augmented triad (root, Major 
3rd, Aug Sth) - because the combination of 3,5, and 7 (Major 3rd, Aug 5th, Min 7th) does not form a 
conventional triad. 


Example 11:16 


C+7 C+ triad (not a conventional triad) 
>= 
ES : : 


The dominant 7th suspended 4th chord has no lower structure triads, because the perfect 4th replaces the 
major 3rd of the chord. (Use the upper structure triad, VII Major [Minor 7th, Major 9th, and Perfect 11th] 
or | Major [Root, Major 3rd, Perfect 5th] on dominant 7th sus 4 chords). 


Example 7 


C7sus4 Csus4 (not a triad) (not a triad) Use -VII (Bb) or 1 (C) major triad 
on dominant 7sus4 chords 
= j ; 
* HO- - ` : 53 77 H 1 
<P [f ccu ںہ یی‎ mu e a 5 1 
e) o e 1 58 pe 1 
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Common Chord Types | x Lower Structure Triads 
1. Major 7 1(1, 3, 5) and Ill - (3, 5, 7) 
2 Major 6 oc FF Te 
3. ant 7 1, ° 6 - diminiched rad) 
4. Dominant 7 sus 4 Dd Notte 2 ۷۱ UST a UST) 1 
5. Augmented/Dominant 7 (“altered” scale) i l+ 72 0 1 
6. Minor/Major 7 l-, Pll (0+0 
7. Minor 6 l ,ا‎ VIP 3 
8. Minor 7 i-, Hit 
9. Minor 75 p te, Pill- 
| 10. Diminished 7 | 19, Ho , bo , VIO 
| 11. Augmented/Major 7 l+, Ill 
Since triads are constructed with intervals of 3rds and 5ths, soloing using triad notes only will necessarily mean 


more melodic leaping than usual, producing wider, more angular melodic curves. This is desireable because 
leaps attract attention and make the melody line more interesting. Since many players are more accustomed 


to using stepwise motion than leaps in their soloing, improvising using triad notes only will present a viable 
musical challenge. 


Practicing Triads 


Consider these suggestions when practicing the upcoming triad-arpeggio exercises: 


a) work with major triads only at first since they are generally the most familiar and easiest to learn. [Minor 


and augmented triads will be easier to learn and apply after learning major. Diminshed triads will be easier 
after learning minor] 


b) practice arpeggios using quarter notes, then 8th notes and triplets 

c) use staccato, legato and combined articulations 

d) use various tempos, with and without a metronome 

e) use a 2-octave range for each arpeggio pattern 

f) use the entire range (or a substantial range) of the instrument with each full exercise 
9) play each arpeggio pattern ascending/descending and descending/ascending 


h) repeats on all exercises are optional 


i) wind instrument players should begin the practice session with arpeggios in the mid to low register of 
the instrument 


j) play each arpeggio pattern in all triad inversions 
k) begin each exercise on the downbeat 
|) begin each exercise on the upbeat 


m) practice the same one or two arpeggio patterns for several (6) days before changing to others 


B ۲ 1 Section II 
Examples: Triad-Arpeggio Patterns (Using C Major Triad) 
ii Example 11:18 
4 C major triad . CN ہم‎ 
a ty oo. ^. 
i : = ڪڪ‎ : E == 
z © e e 
e P = -e- —-—e- و‎ == 
* o 
i RE 
MN hd * 
0ے‎ è < 
P 2 7— 5 | 1 ےھ‎ 2 | 1 
eo - e o 
= — 2+ e VUE EE = ہے‎ * 
>z” * ve 
i. 5 2 
= ee = 
e ——e — —e- e 
تست عن ر‎ r سس سس سس‎ 
١ s e e —— — € ° 
* ہے ٭‎ 
١ کے‎ 
oe . 
e هر ےو مي‎ e z E 
۴ آچ ھت ےھ سے‎ s 7 
e و‎ -—5- = 
(* means begin here also, descending/ascending version) 
s a Lm 
e e و‎ à 
TF ي‎ a; t foy E ہر‎ 5 i 
e oo e e e e e 
1 Se: nat e. * 5 e o> 
3 ہم رہم‎ 
JE r 5 ہے‎ r اقل‎ | 
-e- —$9—————.,————————9 —$9—— — —8$- e 
-—— eom 
= و‎ Se =. ٠ 5 ES oe ftu. tw ہس کے‎ 
i z” 5 * LA Ss - 
ps YN g 
١ C € € (Include 1st and 2nd inversion also) حم‎ 
e e — e e 
$E = r > E = a E r => E سے سے‎ s 
1 e? a - 
N o 
d . € EN 


Other patterns: 


e 

3 کر ہے گے ye E‏ کے i z‏ ہے . جج 4 
= = > € € 
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Practicing Triads - Exercises 1, 2, 3a, 3b, 3c 


EXERCISE 1: Practice major triads mechanically in all keys (6 keys one day, the other 6 keys on the next day, 


etc.), intempo, with and without a metronome, using simple, broken and compound arpeggio patterns. (See 
previous examples.) 


EXERCISE 2: Using the play/rest approach, improvise for several (3-5) minutes in tempo on a single (major) 
triad using only the notes of that triad, with and without metronome accompaniment. Explore rhythmic 
variation using repeated notes, quarters, 8ths, triplets, syncopation, etc. Vary the phrase lengths, rhythmic 
density, articulation, dynamics, etc. to create interest. Repeat in keys used with exercise #1. 


Example 11:19R 


(Using notes of C major triad only) 
Swing feel 


8 ] l 1 
Ges == te ES s= == ¿ = 


a 


. N 1 ۱ 
ae SSS aS 


24 | e ees s 


EXERCISE 3: Arrange several major triads in a progression. Assign equal or varied durations, balancing the 
harmonic rhythm. 


8 Bb Db D D B A G 
epe UM PPE PEED 3 


Improvise on the progression in tempo as follows: 


a) Throughout the progression, play 1 35 1 or 1 3 5 (or any 3 or 4 note arpeggio pattern using all the notes 
of the triad) on each chord. Use the following rhythm patterns for variable chord durations: 


. 7 p J 4 4 | for 4 beats per chord. 


2) | BENE CE 

| a d deg | for 3 beats per chord. 
3) =, 

i for 2 beats per chord.‏ ہم 


[Note: Simpler or improvised rhythms may be used as well] 
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Example 11:20 


(Using all notes of each triad) 


6 Bb Db D 


= Ec سے‎ 
SS +5 Se er GSS 


etc. 


b) Using the play/rest approach, improvise in tempo using all the notes of each triad played on throughout 
the solo. Practice connecting 2 or more adjacent triads with an active (moving) melody line. Practice with 
and without metronome accompaniment. 


Example II:21R 


(Using all notes of each triad played) 


| AA EM NE NE NEM UN S 
0 
ul 
un 
ہے‎ 
> 
ul 
un 
iss 
un 
ul 
^» 


C Bb Db D D B 
$e EE == pS ع‎ 
b ba 
A G 9 Bb Db 
: i 1 1 لم‎ = 
i = ج‎ [Se Sa 
a D D B A G (C) 
12 3 
سے‎ ; 
= کہ‎ as 9 zai 
| eS ج عير = ; تس‎ 
i C) Using the sayeth spies: improvise cane seh all or some of the notes of each triad played on 
throughout the solo. Practice connecting two or more adjacent triads with an active (moving) melody line. 
Practice with and without metronome accompaniment. 
i 


T + 
E oe A 


etc. 


Repeat the previous exercises using minor, augmented and diminished triads after making progress with 


١ major. 


Section Il. 
Lower Structure Triads - Exercise #1 
Write out a tune progression with chord symbols above the stave. 
Select one lower structure triad per chord (choose a major triad when available, otherwise choose minor or 
augmented). Write it above the stave directly over the corresponding chord symbol to read while soloing. 
Example 11:23 
C (Lower structure triad) Ab(LST) Bb Eb- F+ Bb- 
CA7 F-7 Bb7 Ca F+7 Bb- 6, 


GOTT ELL حر اح خر‎ DAD PAA AD ALAA AALL OO 


A B G A Gb Ab F- G+ 
F#-7 B7 E-7 A7 Ab7sus4 Y De G7alt. 


bU 


Throughout the progression, play 1 35 1 or 13 5 (or any 3 or 4-note arpeggio pattern using all notes of the 
triad) on each lower structure triad. Use the following rhythm patterns for variable chord durations: 


1) um 7 | for 4 beats per chord. 
5 1 (or 8) 
2) = | for 3 beats per chord. 
5 1 (or 8) 
3) 8 a | for 2 beats per chord. 
1 3 5 


Repeat the exercise using a new arpeggio pattern (e.g. 1 5 3 8) throughout the progression, and then using 
different patterns for each chord throughout the progression, etc. 


Example 8 


C (Lower structure triad) Ab(LST) Bb 
CA7 à i paupe 5007 Bb7 


(improvised arpeggio patterns) 
E 
5 1 5 : 


G Ab Gi 
7 Ab7sus4 Y و0‎ G7alt. 
PP 
1 == س‎ 1 — ca udo e ۱ 
7 1 ا‎ i ا ا‎ i j so اا‎ 3 
1 jJ v. m e سج‎ —- ur i 3 1 oe ESE ] 
ry) by 2 — De. oe 2-2 ۰ 
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Lower Structure Triads- Exercise #2 


Using the play/rest approach, solo in tempo on the prepared chord progression using all the notes of each 
triad played on throughout the solo. Practice connecting two or more adjacent lower structure triads with 
a melody line using notes of triads only. 


Example 11:25R 


(Lower structure triads) Bb 


— Ó 


(Solo using all notes of each triad played) 


Eb- F+ سام‎ 


1 
0 
| 


Abysusa Dg G7alt 
dcr 2 و‎ cR 


etc. 


Lower Structure Triads - Exercise #3 


Repeat Exercise #2 using some or all the notes of each triad played on throughout the solo. 


Example 11:26R 


> | 
a 
G 
» 


C Ab Bb C Eb F4 
CA7 F-7 Bb7 F+7 
| ES سس‎ fade تس رس‎ 
(Soto using all or some notes of each traid played) 3 
Bb- zi 
i. Bb-6 5 7 
=== تحت‎ = = ZEE pore 
A Gb F- G+ 
1 QUA ul Do G7 ca7 
| 1 i "1 s ® = 
وچ‎ A = ي‎ PES Z ےت‎ 


pe—Ñ 
etc. 
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Example: Daily Practice Schedule - Practicing Triads 
Z 1. 30 (15) minutes on practicing triads, exercise #1. ; 
Z 
Z 
2 2. 20 (10) minutes on practicing triads, exercise #2 
Z 
Z A 1 ۱ F 
7 3. 30 (15) minutes on practicing triads, exercises 43 a, b, c. ] 
Z 
2 4. 20 (10) minutes on the spirit and mood of the music. 
Example: Daily Practice Schedule - Lower Structure Triads ; 
% 1. 20 (10) minutes on exercise #1. 
PA 
Z , : 
7 2. 20 (10) minutes on exercise #2. ۱ 
A 
Z 3. 30 (15) minutes on exercise #3. 
Z 
2 4. 20 (10) minutes on the spirit and mood of the music. | 
Chord Tone Soloing i 
Using chord tones as the exclusive source to derive melody in an improvised solo is similar to using lower 
structure triads in that there will be more leaps than usual creating more angular melodies. There will also | 
be a completely "inside" (or tonal) quality to the improvisation. 
Inside playing is the foundation supporting "less" inside playing (allowable tensions) and "outside" playing 
(non-tonal or non-harmonic tones), and therefore itis important to practice. Playing tonally orinside the chord 
trains the ear and mind to recognize melodic agreement with the harmony. This in turn enables players to 
hear, recognize and properly execute their less tonal and non-tonal playing more capably. p 
Following are exercises designed to help prepare for chord tone soloing. Work with individual 4-part chords 
of the same type (e.g. all major 7th chords) first, in all keys. The conventional 4-part chord types are: 
1. Major 6 (1, 3, 5, 6) - inversion of minor 7 chord l 
* 2. Major 7 (1, 3, 5, 7) 
* 3. Dominant 7 (1, 3, 5, -7) i 
4. Dominant 7 sus 4 (1, 4, 5, -7) 
5, Augmented/dominant 7 (1, 3, +5, -7) ۱ 
6. Minor/major 7 (1, -3, 5, 7) 
*7. Minor 6 (1, -3, 5, 6) - inversion of minor 7^5 chord ا‎ 
*8. Minor 7 (1, -3, 5, -7) - inversion of major 6 chord 
*9. Minor 7+5 (1, -3, 95, -7) - inversion of minor 6 chord | 
*10. Diminished 7 (1, -3, 95, 97) 
11. Augmented/major 7 (1, 3, +5, 7) | 
* Begin with these chord types 
Exercises l 
1. Practice individual 4-part chords of the same type mechanically in all keys (6 keys 1 day, the other 6 keys 
the next, etc.) in tempo, with and without metronome accompaniment, using various arpeggio patterns | 
(see triad arpeggio patterns, page 73.) | 
2. Using the play/rest approach, improvise on a single 4-part chord using only the notes of that chord, with | 
and without metronome accompaniment. Create variety and interest by exploring rhythm, phrase 
lengths, registers, rhythmic density, articulation, dynamics, etc. Repeat the exercise using chords of the 
Same type in other keys. Repeat the exercise with other chord types, beginning with the most common 
ones (see above). 
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Example 11:27R 


etc, 


JE pj tate prats ےت ےر‎ 
il 


3. Select two 4-part chords of the same type or of different types (e.g. CA7 and D*A7 or G7 and CA7). Assign 
g equal duration to each, e.g. 4 beats. Using the play/rest approach, improvise in phrases using only the 


chord tones of each chord. Use some or all notes of each chord. 
Example 11:28R 
A 


CAT 
| tE 
| o Dba7 CA7 DbA7 (C 
pot RR E => == 


CA7 


ES ==‏ رر د c=‏ چو 


DbA7 CA7 DbA7 


SSS 


Example: Daily Practice Schedule - Practicing 4-part chords 


1. 30 (15) minutes on practicing 4-part chords, exercise #1. 
2. 30 (15) minutes on practicing 4-part chords, exercise #2. 


3. 30 (15) minutes on practicing 4-part chords, exercise #3. 


RX SERV 


4, 30 (15) minutes on the spirit and mood of the music. 


117 111] ناف 


Chord Tone Soloing - Exercises 413, 1b and 2 


1. Warm up: throughout a tune progression or chord pattern, play 1, 3, 5, 7 or 1, 3, 5, 6 (or any arpeggi 
pattern using all notes of the chord) on each chord of the progression. 


0 
Use | "np | (rhythm pattern) for chords of 4 beats duration, 


| 4111. | for chords of 3 beats duration (3/4), 


and UE e تو‎ for chords of two beats duration. i 


ee: X. or‏ کا 


a) Use the same arpeggio pattern throughout the solo. 


b) Use different arpeggio patterns throughout the solo. 


Example 77 


C-6 


vie Hr E Ee an 


F-7 EbA7 Eb-7 = DbA7 


Ss‏ پر رش کت کے 


2. Using the play/rest approach, improvise in tempo on a tune progression connecting two or more adjacent 
chords with a melody line using chord tones only. Use some or all notes of each chord played. 


| 


Example ع‎ 6 


Ss UA 
EbA7 DbA7 

=E EXER‏ چ تج 

=== SS SS 

ی E‏ می SS‏ کے 2 
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Da G7 (C-) 
a سد سے‎ | Ee 7 
I iie e del E tmt. i 


immediately follows it. 


Example: Daily Practice Schedule - Chord Tone Soloing 


3. 20 (10) minutes on the spirit and mood of the music. 


7 1. 40 (20) minutes on exercises #1a and b. 
A 
Z 1 
Z 2. 60 (30) minutes on exercise #2. 
Zz 
7 
Motif Soloing 


Examples of 1-bar and 2-bar motifs 


1-measure motifs (2-measure motifs in cut time © 


Motif - a small, thematic unit of melody, roughly between 2 and 8 notes, consisting of a single idea or musical 
thought, similar to a short sentence in language, generally not longer than 2 bars (unless written in cut time). 
A motif's ending is detemined by a brief or sustained period of rest or inactivity which defines the idea and 
allows time for its effect to be realized. The total length of a motif often includes this period of inactivity which 


ا 
1 
i‏ 
1 
i‏ 
i‏ 
y Example 11:32‏ 
AS‏ وير عى i‏ 
ہے == E Ge bre‏ 
E‏ 
à; SSS ==‏ 
سے ي ——— کڪ i aaa‏ 
E 2-measure motifs (4-measure motifs in cut time €)‏ 

Example 11:33 
! pe pee GE SS j 
: - 
p 222525 ي‎ = 
کے = حص ع ي ل‎ e 
d 81 
A 
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SSeS SS 
x = 


* [Note: Increasing the melodic activitiy at or near the end of a measure extends or projects the length of a 
motif into the next measure.] 


= 


OTE fe 
" ği - 


Mixing 1-bar and 2-bar motifs: 


Example 11:34 
= Ey E E z 
ERA یو‎ * eio HE t a. t eet Hte 
2و‎ e im ب-ںبوپ سس ی٘۰ ع‎ MAA عبت یہ ہے‎ D سی بای د یپ کات اپ‎ dar. ہے --- 189ر سا کے ۔ کے‎ m 
Above example in cut time: 
Example 11:35 


9 


aa n 
m - - n = - - 
e f لها‎ T s 2 e 2 x 
== 2 2 | + 2 
Doc کی ع عت ےک‎ Sa تل قم لبك‎ E 9۴ص .۷۶۰۰۱۰۰ و ید حيو ده‎ Pa ioe ما مرک کرت ماس سے كوك کن سے‎ J 
Motif Soloing - Playing short, simple ideas which lend themselves well or easily to melodic development. The 
primary musical elements involved in development are rhythm and melody. (Pitch and melodic curve are the 
results of melody and can be used for development purposes as well.) 
“Developable” ideas, therefore, must have strong rhythmic and/or melodic characteristics which can be easily 
recognized [by ear]'and used as building materia?for motif developments in solos. 
It is important to practice and learn how to play developable ideas before working on the various ways of 
developing them. Study and play the following examples of developable motifs. 
Examples of developable ideas (motifs) 
1-measure motifs 
Example 11:36 
3 b c d 5 
6 CA = pe d = z ee = 
SS e وو‎ LET == 
e f l g 3 h 
— — ۱ 3 ۱ ہ۶‎ a ھ ھ ہے‎ | 
y ۶ + » پت‎ H 4 1 + 8 x : 1 
` 52 : I] ane i t fe e e-e- 8 Y — Jj 
— — 3 Te K 2- * l — 
+ : o- Ej 
جع ڑرتے‎ >> l 2 n > n 
e 2 ea 
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2-measure motifs 
| Example 11:37 


b c 
a ET سے‎ s. حا‎ 
Ñ 2 r E 7 ° 5 یت — ےہ‎ = r e. ] 
oe o RR 4 


H 


4 
e f 
3 Ex 5 ۱ I 6 e To 
B = 2 o 2 fe == 
d Motif Soloing - Exercises #1 and 2 
1) Using a single pitch (note) only, with metronome accompaniment, apply the play/rest approach to 
improvising short rhythm motifs with developable characteristics, i.e. no melody or harmonic settings. 
i Practice hearing or recalling the rhythm of each idea in your mind's ear during the rest period which 
follows, but do not attempt imitation with the next motif. The objective is to play consecutive rhythm 
H motifs of contrasting nature, i.e. no repetition, through-composed. 
[Note: Materials or ideas may be imitated (repeated) within a single motif but not shared by two separate 


ones.] 


Contrasting ہے‎ motives zi 
ss - "» 29 -* ہے ہے‎ CETERI کے‎ ETA و‎ 
ee | +8۶ EC 


HE 


— 


کے ب 


3 etc. 


B 2) Select a harmonic setting, tempo, and mode of accompaniment. Using the play/rest approach, improvise 
with the emphasis on playing short developable pots 1 -8 beats). Consider the importance of rhythmic/ 
melodic stréngth and simplicity. 


Practice hearing or recalling the rhythmic and melodic shapes of each idea in your mind's ear during the 
A rest period which follows it, but do not attempt imitation with the next motif. The objective is to play 


consecutive motifs of contrasting rhythmic/melodic nature for now, i.e. no repetition, through-composed. 
Example II:39R 


G7 CA7 A7alt. D-7 G7 7 A7alt. 


^ == 
7 z= z RR = 
des a a 

D-7 G7 CA7 A 7alt. D-7 G7 CA7 
تی‎ + 1 T T. | =i 1 TECHENN 
lG کہ ہی بد‎ Ba سے تج وھ سے تد سط ي‎ 


Example: Daily Practice Schedule - Motif Soloing 


1. 30 (15) minutes on exercise #1. 


2. 60 (30) minutes on exercise #2. 


RASS 


3. 20 (10) minutes on the spirit and mood of the music. 


»ectuon il 


Example 11:40 


Example 11:41 


Example 11:42 


Example 11:43R 


Multi-Motif Phrase - Two (2) or more motifs connected so that no siginificant rest or space occurs between 
them, sometimes creating an overlapping effect, often indistinguishable where one idea ends and the next 
one begins. A multi-motif phrase generally contains more than 8 notes, is usually longer than 2 bars (unless 
played in double time), and often more than one analysis of individual motif activity within the overall phrase 
is possible. 


Examples of multi-motif phrases: 


1 2 3 


f 1 f I " 


ou E MMC MEME EC E I E 
Pa SSS کے‎ 


l 1 1 
1 2 


More than one analysis is possible. 


= = و a‏ ہے سے ہی 


i | d J 
1 2 


Multi-motif phrase less than 2 bars - written in double time. 


eret a, ڪڪ‎ 


Multi-Motif Phrase Soloing - Exercises #1 and 2 


1) Using a single pitch (note), with metronome accompaniment, apply the play/rest approach to improvising 
multi-motif phrases with developable characteristics using rhythm only, i.e. no melody or harmonic 
settings. 


Practice hearing er recalling the rhythm of each tdea (er part of it) in your mind's ear during the rest period 
which follows it, but do not attempt imitation with the next phrase. The objective is to play consecutive 
phrases of contrasting-rhythmic nature, i.e. no repetition, through-composed. 


[Note: Materials or ideas may be imitated (repeated) within a single multi-motif phrase but not shared 
by two separate phrases. | 
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2) Selecta harmonic setting, tempo, and mode of accompaniment. Using the play/rest approach, improvise 


with the emphasis on playing longer phrases (3-4 measures) consisting of two or more short, connected 
motifs. 


سط 
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Practice hearing or recalling the rhythm and melodic shape of the ending (or beginning) of each phrase during 
۱ the rest period immediately following it, but do not attempt imitation in the next phrase. The objective is to 


play phrases of contrasting rhythmic/melodic nature. 
Example 11:44R 


D-7 G7alt. CA7 A7 


c= PEA سے ات‎ == 
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Example: Daily Practice Schedule - Multi-Motif Phrase Soloing 


1. 30 (15) minutes on exercise #1. 
2. 60 (30) minutes on exercise #2. 


3. 20 (10) minutes on the spirit and mood of the music. 
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Motif Development 


Study the following definitions and accompanying examples before practicing the exercises on motif 
development. 


Continuity- The “relatedness” between 2 or more ideas, or, the result of ideas which have atleast one musical 
element in common, such as the same rhythm, or melody notes, or melodic curve. For example, if two motifs 
have the same (or very similar) rhythm, then continuity is created by the rhythm. 

Example 11:45 Continuity (established through repeated rhythm) 


Ta 2 += = 


motif 2 


Sequence - The repetition of certain musical elements for the purpose of creating continuity, e.g. rhythmic 
sequence (the rhythm is repeated), melodic sequence (the melody or melodic curve is repeated), or rhythmic/ 
melodic sequence (the rhythm and melodic curve are both repeated). 

Example 11:46 Sequence 


Original motif Melodic sequence of original motif Rhythmic sequence Melodic/rhythmic sequence 


p" 


| I 


+4 


O 


: 


* 2 


i 
e 


= 


=== * 
== == 


Motif Development - Occurs when at least one musical element of a motifis the same as (or very similar to) 
that of a previous motif, establishing continuity, while the other musical elements change to create something 
new for the sake of interest. For a motif development to be successful or effective, that which is the same 
between the 2 ideas and that which is different must be obvious to the ear. 


Example 11:47 Motif Development 


=> 


a 
oO | e o- = ] Tl 
e == کے سرت‎ pue. ===: 
ہے‎ > > 9 
MORT Tt بع یک وس‎ aS Ma AAA 0 عدبي بي مت سحت‎ b motif4 22 متكت‎ 
. (same rhythm and curve, (same rhythm, new pitch, (same rhythm, new pitch, 
new pitch and melody) melody, curve) melody, curve) 
b 2 
= 1 + = y AE fp E K 2 * 1 | 2 
3 ERES و 24 ےت لس 9ے‎ = 
MONS nume c cor us MOUTZ پک سیت دا وكرت‎ m tst s pe MOLTS; MESE sek Ea الم‎ Ca ete a MOUPA مان تی کی‎ As ee کے‎ 
(same melody, new rhythm) (same melody, new rhythm) (same melody, new rhythm) 
By far the most common way to develop a motif in an improvised solo is to repeat the rhythm or a recognizable 
portion of it (rhythmic sequence) while changing the melody notes, i.e. same or similar rhythm, new melody. 
This is called melodic transformation. 
Other types of motif development include: 
(1) repeating the melody or melodic curve while changing the rhythm (rhythmic transformation): 
(2) repeating the rhythm and intervals of the melody while changing the pitch level (transposition): 
(3) creating slight additions and/or deletions in the melody and/or rhythm of a previous motif (embellishment). 
(See the section on Embellishment for specific techniques.) 
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With melodic transformation (same or similar rhythm, new melody), a motif development can be equal in 
length to the original motif it is based on (called Variation), or longer (called Extension), or shorter (called 
Fragmentation). 


Variation (VA)- the rhythm of a previous motif is repeated (more or less) in its entirety, (more or less) exactly 
while some or all of the melody changes. 


[Note: See abbreviations for motif analysis on page 88.] 


Example 11:48 ; 
a b = 
La. = 
aa == سط‎ tto Ls fae 
سے‎ = pem اک‎ L— m L= ee 
ب ری‎ ta Se a » O MDVA 97 OM a n secte, MO VAS تام مسا كد اہ‎ de e 0 
(Same length as OM; using same (Same rhythm, new curve/melody) 
rhythm and melodic curve, 
new pitch and melody notes) 
Extension (EX) - the rhythm of a previous motif (and sometimes the melody or melodic curve also) is repeated 
(more or less) in its entirety, (more or less) exactly and is immediately followed with new material for a brief 
or sustained period of time. There is no significant rest or space between the motif and its extension. The 
new material may immediately precede the motif as well. 
Example 11:49 
Extension 
a » aa r 1 
6 e E : ot hdi 1 E t z 2 ] f 
1 I : 
— 
0 کرک سن‎ tance SERERE سے ابي‎ EA MD EX seats ith A cem Ne ee ties e y 


Morera ada . MD, EX _ _ (Mew material added to OM at beginning) ل‎ 
Fragmentation (FR) - the rhythm and usually the melody or melodic curve of only a segment or recognizable 
portion of a previous motif is repeated as the only material in the motif development. The fragment may be 
borrowed from the beginning, middle or end of the original motif. 

Example 11:50 
a E Fragmentation : 
£f ——e- 2— ro | Ea = e H 
= £ و‎ 
C T E ل‎ OR EE 9ٰ۶ (same melody, similar rhythm) , 


Fra tation 
b gmen 
Y === : r 
| = = ? | + 2 2 i - 1 
C DH ا‎ E ل‎ WS MBSR E رت‎ ê عدن‎ (same melody, similar rhythm) , 
c Fragmentation 
[ 
E عم ع‎ 3— —— «d ^ == 
4 i H e 
: e £ 7 a ےھ‎ e H 
ری‎ — ne 
OIM او چب‎ eos A E کوشا یقرت‎ MD, FR same rhythm, new melodycurve) | 
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There is a fourth possibility, which is actually used quite often, called "Fragmentation/Extension. " 


Fragmentation/Extension (FR/EXT) - the rhythm and usually the melody or melodic curve of only a segment 
or recognizable portion of a previous idea is repeated and immediately followed with new material for a brief 
or sustained period of time. There is no significant rest or space between the fragment and its extension. The 
new material may immediately precede the fragment as well. The fragment may be borrowed from the 


beginning, rniddle or end of the original motif. 


Example 11:51 
Extension 
a Fragmentation puo RUNS X 
f 1 
x = حرجي‎ 
.— 
Zs ي‎ a 5 3 
o —"————————— — AAA patrum. Reemi. s E Ca umque pns cie i MP کی بودي‎ ow 
b Fragmentation AP ہے‎ Extension 


0 


Extension 


=e 


EE EAE ı MD, FR/EXT 


Fragmentation 
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The following abbreviations are used for analyzing the musical examples of motif development exercises: 


VA - Variation 

EX - Extension 

FR - Fragmentation (fragment) 
FR/EX - Fragmentation/Extension 
EX/FR - Extension/Fragmentation 
OM - Original motif i 
MMP - Multi-motif phrase 


MD - Motif development 


R - Rhythm 
M - Melody 
C - Curve (melodic) 


P - Pitch level 


RD - Rhythmic displacement (starting a MD on a different beat than the OM) 


S - Same or similar 


N - New 


ڪڪ ڪڪ 


——— کک ضري مد‎ = MD, FR/EXT 
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Motif Development Exercises: Variation (VA), Extension (EX), Fragmentation (FR) 
and Fragmentation/Extension (FR/EX) 


[Note: Whenever appropriate, the following exercises should first be practiced using a single pitch (note) with 
rhythm only, disregarding the instructions relating to melody, melodic curve and harmonic settings. ] 


d 
B 
i 
Variation (VA) 

After selecting a harmonic setting, tempo, and mode of accompaniment, improvise as follows: 
g 1. a) play a short motif containing “developable” characteristics (1-8 beats}; à 
i b) rest (4-8 beats); 
1 
g 


C) play one development by repeating the rhythm and changing some or all of the melody notes of the 
previous idea (melodic curve can be same, similar, or new); 


d) rest; 


e) repeat a-d (above) throughout the solo using a different original motif each time. 


Example 11:52R 


CA7 D-7 G7 CA7 D-7 G7 CA7 
i. * و ي‎ n 
OM: tas اماي مم‎ ER RE E os MD (VA) SRC/NM ۳س7‎ OE a سويب‎ to کے‎ ados 
1 F-7 Bb7 ۸7 0-7 G79 CA7 D-7 G7 CA7 
6 
SS سد يجيد‎ = 
É 2 d => TE t 2 E = 5 
د ار‎ etc. 
E EP EE Sit Ese tall نم كات‎ eles MDVAYSRINME عمد عت‎ HESE ES کا کے‎ AE E ts te OM Ae سا‎ 
Continue the above exercise form for several minutes at a time. Record the solo for critique. 
g 2. Repeat the first exercise form playing 2 (or more) developments of each original motif before playing a 
new idea. 
a Example 11:53R e gp um 
CA7 D-7 G7CA7 D-7 G7 CA7 F-7 Bb7 7 D-7 G7 
. 1 = 2 2 ات ے 1 ام سح سے‎ ] 22 2 z | 
Th AAA و ہے‎ = es روج‎ 1 
1 ہپ‎ 
OM چو وک“‎ e ELE MD 1 (VA)SR/NMC سس سس د‎ MD 2 (VA) 58/001۸6 -------- AAA ea e 
Bi CA7 D-7 G7 CA7 D-7 a CA7 F-7 Bb7 ۵ D-7 G7 
9 
22 a £ s 2 bar 
=> Ep eae = — M 
6ت‎ ES I ae لكي‎ ee 
MD 1 (VA) SRNMC سس سس سس سے‎ 4€ MD 2 SR/NMC,RD 99پ ث ث  ل‎ 0 Æ MD 3 SR/NMC, RD ------- 


* These motif developments start on different beats of the measure compared to the original motif. This 
is called rhythmic displacement (RD), which, in itself, is a form of development. An entire chapter of the 
book is devoted to this topic, but for now it is not a major concern. 
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YPC? H 
3. Repeat the first exercise form changing all or some of the melodic curve in each development. 
Example 11:54R 
CA7 D-7 7 D-7 G7 CA7 F-7 8b 
e : == - s 9- 3 > = -è Y f y # 2 N be 7 2 = 
پےے‎ z pe 
OM eS یی‎ MD (VA) SRNMC ~~~ سے‎ ~~ ~~ a فا اخ سا‎ AN 5 
+ 
,_ EbA7 D-7 G7 CA7 
HA | EER 
= z Nx 6 e | 
$ : a 
MD (VA) SRÍNMO اكت ہے‎ ee e 


4. Repeat the first exercise form playing as many developments of the original idea as possible (i. e. for one 
or more choruses duration) before changing to a new idea. 


Extension (EX) 


After selecting a harmonic setting, tempo, and mode of accompaniment, improvise as follows: 
1. a) play a short motif containing developable characteristics (1-8 beats); 
b) rest (4-8 beats): 


C) play one development by repeating the rhythm and repeating or changing the melody notes of the 
previous idea (melodic curve can be the same, similar or new), then immediately add new material for 
X beats; 


d) rest; 


e) repeat a-d (above) throughout the solo using a different original motif each time. 


Example 11:55R 


CA7 D-7 G7 CA7 Du lta SGT CA7 
See 
SS SS 
OMe ta ب‎ m potes A ne ع‎ DADOS MREP ata E کا یی‎ cu ies 
F-7 Bb7 EbA7 GLEN D-7 G7 CA7 
>> === کے کے‎ a 
2. > Y - 1 
OMS بعري‎ A aA a eS 0 0:)65(758106/116: ب15‎ son aes is rE ER IV 
D-7 G7 CA7 F-7 Bb7 EbA7 es D-7 G7 
l > ۱ 1 : 1 i mee 
SS It Ti ہے‎ + 
| | ba 
OM بس‎ tes گت ے جرب سیت ہے ات سی‎ 00647581161177 A ارم گی بوك جو ھت ہس‎ euge گت ھ یا‎ e بس ےت شب ہے نجرا‎ TS ےگا‎ 


Continue the above exercise form for several minutes at a time. Practice playing short, medium and long 
extensions. Record the solos for critique. 


2. Repeat the first exercise form putting the extension before the development, i.e. the new material 
immediately precedes the development rather than follows it. (New material may be for short, medium 
or longer periods.) 
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Example i[:56R 


CA7 D-7 G7 CA7 | [eth | D-7 G7 CAT 
7 ] = = -— | z ے‎ = 
[eo SSS 
OMERA O سی کی‎ Sa a جك‎ EO, جا گی دی رھ بن حبك‎ MDAEXYSRG/NM! ےہ سم سے‎ Ea eS, eee چاو‎ 
y 7۔۴‎ Bb7 EbA7 D-7 G7 CA7 D-7 G7 CA7 D-7 G7 
Extension f 


ج 


OM Mec MDXESRME/NP Sn id ماما ين ا ودک‎ tea ee 


Fragmentation (FR) 


| After selecting a harmonic setting, tempo, and mode of accompaniment, improvise as follows: 
1. a) play a slightly longer motif or multi-motif phrase containing developable characteristics (2-3 measures); 
E b) rest (4-8 beats); 


0 play one development by repeating the rhythm of the last part only (i.e. the ending) of the previous 
motif or phrase while repeating or changing the melody notes or pitch level (melodic curve can be the 
d same, similar, or new); 


d) rest; 


e) repeat a-d (above) throughout the solo using a different original motif each time. 


E Example II:57R 


0 CA7 D-7 G7 CA7 D-7 7 CA7 


Fragmentation 


MMP e toe A A سر کے‎ BS coe oe سا کا نے‎ TEO So ساس‎ us MD (FR) SRMC/NP 
a F-7 Bb7 7ھ‎ as D=7-G7.. CA7 D-7 G7 
: | B سے‎ 
7 - SIL == AR 
Gu AS C جور ہے‎ 
d MIME A 299 +0 MD (FR) SRC/NM ______ 
CA7 0-7 G7 CA7 F-7 Bb7 EbA7 D-7 G7 
Fragmentation 
[3A "MEL _ ”یں‎ APA ET: 
E = وتام‎ 3 Eee م‎ AA TE E 
ER کے ڪڪ‎ As 
| MME aS aa e aaa a a A a E MD (ER) SRMC/NP RD -~------- 


Continue the above exercise form for several minutes at a time. Record the solo for critique. 
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2. Repeat the first exercise form using the rhythm of the first part only (i.e. the beginning) of the previous 
motif or phrase for each development. 


Example 11:58R 


CA7 . l D-7 G7 CA7 D-7 G7 CA7 
ragmentation 
f 1 
1 A- X = 
1 D €4 re 5 e : 

= ڪڪ‎ 
BSI ل‎ ES DS OT OS 9 MD (FR) SRCAIM سس سس سس سس‎ 
- Bb7 EbA7 D-7 G7 CA7 D-7 G7 


Fragmentation 


اس جڑییے کے ns CIBO‏ 


PME کک و ی‎ (FR)SRMC/NP سس سس سس سس سس‎ 
CA7 D-7 CA7 F-7 Bb7 EbA7 D-7 G7 
7 Irene 
mE l e 
bona کے کڪ چو ر‎ 
TTE e an O pn ae NE MD (FR) SRMC/NP Û ee 


Fragmentation/Extension (FR/EX) 


After selecting a harmonic setting, tempo, and mode of accompaniment, improvise as follows: 
1. a) play a longer motif or multi-motif phrase containing “developable” characteristics (2-3 measures); 

b) rest; 
c) play one development by repeating the rhythm of a fragment from the beginning or ending of the 
previous motif or phrase (melody and melodic curve can be the same, similar, or new), then immediately 
add new material for X beats; 
d) rest; 
e) repeat 3-0 (above) througout the solo using a different motif each time. 


Example ۴ 


CA7 F-7 Bb7 


tation ae tation Extension‏ ھ7 


a Ee om 


Side em uuu E رج رت کی‎ WDR i Sys اع ات‎ nidi eL Ae اس‎ et م‎ MD (FR/EX) SRMC/NP ~-----------~---+--+------ 


EbA7 D-7 D-7 G7 CA7 D-7 G7 


Fragmenta 2 Fragmentation Benso 


E = 


es‏ عو ننه عن یی age ha Smet A DAERIEX) SRM CINP-‏ می کا رب نے بارس مام کی کا عورد i‏ ماك عدت 


CA7 F-7 Bb7  EbA7 fragmentation. 


Fragmentation E. 


$t ی‎ ==. 


reso dece nete Ores EE MD (FR/EX) SRMC/NP Zo‏ ری 


Continue the above exercise form for several minutes at a time. Practice playing short, medium and long 
extensions. Record the solo for critique. 
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a ۱ Section II 


2. Repeat the first exercise form putting the extensions before the fragment, i.e. the new material immediately 


precedes the development rather than follows it. 
B Example Il:60R 
CA7 D-7 G7 CA7 D-7 G7 CA7 F-7 Bb7 


Extension Extension Fragmentation 


| l . + 
= PEL EE Irun cd RE ett EDIT m et. 


lume reu MD (EX/FR) SRMC/NP . ا ی‎ cS ctu a ts! Ss 
s D-7 G7 CA7 D-7G7 CA7 D-7 G7 


Fragmentation Extension Fragmentation 


oo ae = Se کے‎ 


p” 
۱ اک کت جا‎ at شك‎ e mese ہا مان فا‎ A سس اس‎ LOLA MD (EX/FR) SRC/NM ہہس اب اس ا اس اس سس سس سس سس‎ 
٢7 Bb7 7 D 3 7 G7 Fragmentation 
re | Fragmentation Extension ! abe ام‎ 
1 7 P pu 
É— —— | 
ا‎ oe مس د كات اكد ابس‎ a ور ع جنا و‎ ed MD (EX/FR) SRC/NM سس سس سس‎ 


3. Repeat the first exercise form using the rhythm of fragments from the end of each extension (the new 
material) to begin the next development. 


1 Example 11:61R 


Fragmentation 


CA7 D-7 G7 CA7 D-7 G7 CA7 5 F-7 Bb7 
Fragmentation Fragmentation | = : Fragmentation 
1 ا ھ مع‎ EE عہ‎ ESA s Ii 
EL 9». i Sa 
y MIRE E E E E a EE i MDXEX/ERESRMC/NDP: aaa aE a کک سک‎ es Umen 
EbA7 D-7 G7 CA7 D-7 G7 CA7 D-7 G7 
Fragmentation Extension ae Extension 
7 اياي‎ i — ہچ‎ 
E — مس‎ E | y 
os 0 e 
ése pe عر ہے ہے سے ے2‎ Ta 
D (FR/EX) SRMC/NP RD کک کک > کک کک کک ی و - سس سس‎ MD.(EX/FRLSRMC/NP سس سس سس سس سس سس سس‎ — 
B CA7 F-7 Bb7 on EbA7 D-7 G7 
1 


Example: Daily Practice Schedule - Motif Development 


1. 10 minutes on “Variation”, exercise #1, using rhythm only. 


N 


. 20 minutes on "Variation" exercises #1, 2, 3 and 4, using melody and rhythm. 


UJ 


. 10 minutes on "Extension", exercise #1 using rhythm only. 
. 20 minutes on "Extension", exercises #1 and 2, using melody and rhythm. 


5. 10 minutes on “Fragmentation”, exercise #1, using rhythm only. 


6. 20 minutes on “Fragmentation”, exercises #1 and 2, using melody and rhythm. 


7. 10 minutes on “Fragmentation/Extension”, exercise #1, using rhythm only. 


RE SERRE RANA OK 
B 


8. 20 minutes on “Fragmentation/Extension”, exercises #1, 2 and 3, using melody and rhythm. 


I 

i 

d 

I 

i 

j 2 
1 


eee‏ اج 
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Examples ۳٤٥ 


3x 


Rhythmic Displacement 


The following abbreviations will be used for analyzing musical examples of rhythmic displacement: 
OM - Original motif 

MD - Motif development * 

RD - Rhythmic displacement 

DB - Downbeat 

UB - Upbeat 

R - Rhythm 

M - Melody 

S - Same 


Rhythmic displacement occurs when the rhythm of a previous motif is repeated but starting on a different 
beat than the previous motif. For example, if the original motif begins on the 1st downbeat of a measure, 
the development would start on the 2nd, 3rd, or 4th downbeat (in 4/4 time) of a measure, and then duplicate 
the original motif's rhythmic attack points. 


[Note: To create an exaggerated effect of rhythmic displacement in the following examples, repeat each 
original motif (OM) 3 times in a row in tempo, then play and compare the rhythmically displaced version.] 


:5= کک سے سے سے سے سے سارہ سے کے 


i OM (begin on first DB) MD, SR/RD (begin on 3rd DB) 


" Example 111:2R 


> Se E 


Ta 


eme on first DB) MD, SR/RD (begin on 2nd DB) 


(MESES | Example 111:3R| 8 


Ies 


25 eee 


OM (begin on first UB) MD, SR/RD (begin on 4th UB) 


Example III:4R 


Displacing the rhythm of a previous motif (with or without changing the melody notes) is sufficient alone to 
create motif development, i.e. the rhythm and melody of a previous motif can be exactly the same in the 
development, but the development must begin on a different (or new) beat of the measure. 


D-7 G7alt. C-7 F7 D-7 G 7alt. C-7 F7 
m | m | 
4 x >. z س ہے‎ o ها‎ x x b. EN ] 
OM (begin on 2nd DB) MD, SMR/RD (begin on 3rd DB) 


95 


Section lll 


Examples lii:5 


There are 2 types of rhythmic displacement: 


1. Symmetrical (balanced), and 


2. Asymmetrical (less balanced) 


Symmetrical displacement (in 4/4 time) means repeating the rhythm of a previous motif but starting it two 
full beats away from its original starting point in the measure. This produces a displaced yet somewhat 


balanced rhythmic effect. 


BE | 
Ae 
"NM 
[| 


- : r FT 


der 
EM 
0 


M (begin on first DB) 


66 


MD, SR/RD (begin on 3rd DB) 


6c Te سے ےم‎ = 7 ee كے۔ مم‎ 
to دک‎ = è Y AAA 
OM (begin on 2nd UB) D, SR/RD (begin on 4th UB) 
Example 7 
C R—— E ےچكجسع ےم‎  L — b xax gx —]l 
6 : 0ت يها ص‎ F | 


OM (begin on 4th DB) 


Asymmetrical displacement (in 4/4 time) means repeating the rhythm of a previous motif but starting it one 
or three full beats away from its original starting point in the measure. This produces a more displaced and 
less balanced rhythmic effect (compared to symmetrical displacement) and is normally more difficult to 


execute. 


Examples 8 


MD, SR/RD (begin on 2nd DB) 


== LE 


== 


pr == 


M (begin on first DB) 


Example ۹9 


ES 


MD, SR/RD (begin on 2nd DB) 


e z par ڪڪ 8 ےہ ےھ ہے‎ 
cec $c SSS 
OM (begin on first DB) MD, SR/RD (begin on 4th DB) 
Example 11:10 
y y s i rJ 
SSS SS === 3 


OM (begin on 2nd UB) 


Example ٦۹ 


MD, SR/RD (begin on 3rd 


(rest is optional) 


= 


NF 9 r نظ‎ 


- 5756 


= 


M (begin on 2nd UB) 


Displacing a rhythm by 1/2, 1-1/2, 2-1/2 beats, etc., is rather impractical for improvising (except with very 
short, simple rhythms) due to the difficulties of accurate execution. In addition, rhythms displaced by haif- 
beats do not always sound related to the original rhythm and therefore do not make effective motif 


— j 


MD, SR/RD (begin on 1st UB) 


developments unless the melody or curve remains the same. 


Section Ill 


Example 2 


ڪڪ ڪڪ ي E‏ 
) 


| 
1 
M (begin on first UB) MD, SR/RD (begin on 2nd DB 


Example (11:13 


> ڪڪ ڪڪ 


M (begin on 1st DB) MD, SR/RD (begin on 1st UB) 


Example 4 


39 7 حك 


OM (begin on 2nd DB) 


e 


, SR/RD (begin on 3rd UB) 


جج 


Vier 

1 

Hie 

S EN 
a 

A 


Before applying rhythmic displacement as a technique of motif development in a playing context, it is 
important to acquire the ability to begin motifs in specific places within the measure by “feel”, versus by 
(mentally) counting the beats. This can be learned with the help of the following exercises. 


Preparing for Rhythmic Displacement - Exercises #1 and 2 


g 1. Using the play/rest approach, improvise in tempo with a single pitch (note) only, playing short contrasting 


rhythmic motifs. Throughout the solo, begin each idea on: 


a) the 1st downbeat of a measure 
Example 11:15 


ore = SS Sa 


b) the 2nd downbeat of a measure 
c) the 3rd downbeat of a measure 

d) the 4th downbeat of a measure 

e) the 151 upbeat of a measure 


f) the 2nd upbeat of a measure 
Ü Example 111:16 


SS Se 


ےھ بس وپ چو پوت E TETE HEETE E23 a‏ شش 
r= Se | COURSE |‏ = احص رح مر E‏ 


| | 


HH‏ ١11ا‏ اتاف 


g) the 3rd upbeat of a measure 
h) the 4th upbeat of a measure 


The objective is to acquire a “feel” for starting ideas in specific places within the measure, e.g. the 2nd 
downbeat, the 4th upbeat, etc. 


Continue each of the above exercises (starting different ideas in the same place within a measure) for several 
minutes at a time. 


2. Select a harmonic setting, tempo and mode of accompaniment. Improvise with melody and rhythm using 
the play rest approach. Throughout the solo, begin each idea on: 


a) the 1st downbeat of a measure 

b) the 2nd downbeat of a measure 
C) the 3rd downbeat of a measure 

d) the 4th downbeat of a measure 
e) the 1st upbeat of a measure 

f) the 2nd upbeat of a measure 

g) the 3rd upbeat of a measure 


h) the 4th upbeat of a measure 


Symmetrical Rhythmic Displacement, Exercises 111-9 


[Note: The following exercises should first be practiced using a single pitch (note) and rhythm only, i.e. no 
melody or harmonic setting, with metronome accompaniment.] 


Select a harmonic setting, tempo and mode of accompaniment. Using the play/rest approach, improvise 
throughout the solo as follows: 


1. a) play a short (rhythmically simple) motif starting on the 1st downbeat of a measure; 
b) rest (4-8 beats); 


C) play a development by repeating the rhythm of the previous motif but starting on the 3rd downbeat 
of a measure (melody may repeat or change); 


d) rest; 


e) repeat a-d (above) throughout the solo using a different original motif each time. 


Example ill:17R 


CA7 A7 D-7 G7 CA7 A7 D-7 G7 


—— 3 
. — = pp moms — 1 1 N- = = 
بی خی‎ AAA کے‎ ; 
CA7 A7 D-7 G7 CA7 A7 D-7 G7 
9 
“N , 
Ss >= | Ss 
et a E = و = ہج ےد ور ہے‎ 
Pj i ص‎ 0 e ra . 
CA7 A7 D-7 G7 CA7 A7 D-7 G7 
17 
———— —— Lu ہب کہم‎ E LP m A ا‎ 
= a i ونس‎ O ته‎ egg 7~ = : 
e سے‎ . s. 


etc. 


[Note: The form of exercise #1 applies to exercises 42-9 also. Continue each exercise for several minutes 
at a time.] 
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N 


. Start a motif on the 2nd downbeat of a measure, repeat its rhythm starting on the 4th downbeat of a 
measure. Continue throughout solo. 


UJ 


. Start a motif on the 3rd downbeat of a measure, repeat its rhythm starting on the 1st downbeat of a 
measure. Continue throughout solo. 


4. Start a motif on the 4th downbeat of a measure, repeat its rhythm starting on the 2nd downbeat of a 
measure. Continue throughout solo. 


5 - 8. Repeat exercises #1-4 (above) replacing downbeat starts with upbeatatarts. 


Ko) 


. Start a motif on any downbeat or upbeat within a measure. Repeat its rhythm starting two full beats away 
from the original motif's starting place. (For example, if an original motif begins on the 3rd upbeat of a 
measure, the development must begin on the 1st upbeat of a measure. 


Example 111:18R 
G7 CA7 A7 


m ° 
ey Fur = a ee = mz کڪ‎ 


e 
ptm 


C 
حم‎ 
34 
P 
M 
0 
MM 


e 


لہا 
Cel‏ 
HE‏ 
PLN‏ 


لا 
٥‏ 
li \‏ 

/ 

1 
3 


e Nn | d = 
A7 D-7 G7 CA7 A7 D-7 
14 EAn | s^ 
= | تج م نے سرد سے کٹ ے‎ E کہ‎ p 1 
و وہ‎ ۶9 1-757 
G7 CA7 A7 D-7 G7 


سس : 


V 
3 


pnt ا‎ aa = 


sw Rs + E 


Example: Daily Practice Schedule - Symmetrical Rhythmic Displacement 
1. 30 minutes on preparing for rhythmic displacement, exercises #1 and 2. 


2. 20 minutes on symmetrical rhythmic displacement using a single pitch and rhythm only, choose from 
exercises #1-8. 


3. 40 minutes on symmetrical displacement using melody and rhythm (in harmonic settings), choose from 
exercises #1-8. 


4. 15 minutes on symmetrical displacement using a single pitch and rhythm only, exercise #9, 


ESOS 


5. 15 minutes on symmetrical displacement using melody and rhythm (in harmonic settings), exercise #9. 
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Asymmetrical Rhythmic Displacement, Exercises #1-17 


[Note: The following exercises should first be practiced using a single pitch (note) and rhythm only, i.e. no 
melody or harmonic setting, with metronome accompaniment.] 


Select a harmonic setting, tempo and mode of accompaniment. Using the play/rest approach, improvise 
throughout the solo as follows: 


a) play a short (rhythmically simple) motif starting on the 1st downbeat of a measure; 
b) rest (4-8 beats): 5 


C) play a development by repeating the rhythm of the previous motif but starting on the 2nd downbeat 
of a measure (melody may repeat or change); 


d) rest; 


e) repeat a-d (above) throughot the solo using a different original motif each time. 


Example 7٣۴ 


CA7 A7 D-7 G7 CA7 A7 D-7 G7 


Heer‏ سے مہ سے وجي با حت 


CA7 
$ = سو سم‎ eee 4 | سن‎ SI E == 
CA7 A7 D-7 G7 7 A7 D-7 G7 


صصح سيد gis‏ 


[Note: The form of exercise #1 applies to exercises #2-16 also. Continue each exercise for several minutes 
at a time.] 


etc 


2. Start a motif on the 1st downbeat of a measure, repeat its rhythm starting on the 4th downbeat of a 
measure. Continue throughout solo. 


Ms 


UJ 


. Start a motif on the-2nd downbeat of a measure, repeat its rhythm starting on the 3rd downbeat of a 
measure. Continue throughout solo. 


if 


حر 


Start a motif on the 2nd downbeat of a measure, repeat its rhythm on the 1st downbeat of a measure. 


if 


un 


. Start a motif on the 3rd downbeat of a measure, repeat its rhythm on the 4th downbeat of a measure. 


it 


. Start a motif on the 3rd downbeat of a measure, repeat its rhythm on the 2nd downbeat of a measure. 


. Start a motif on the 4th downbeat of a measure, repeat its rhythm on the 1st downbeat of a measure. 


. Start a motif on the 4th downbeat of a measure, repeat its rhythm on the 3rd downbeat of a measure. 


Oo 0 N یج‎ 


-16. Repeat exercises #1-8 (above) replacing downbeat starts with upbeat starts. i 


17.Start a motif on any downbeat or upbeat within a measure. Repeat its rhythm starting one or three full 
beats away from the original motif's starting place. (For example, if the original motif begins on the 3rd 
upbeat of a measure, the development must begin on either the 4th or 2nd upbeat of a measure.) 
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1 Section Ill 
Example !11:20R 
i CA7 A7 D-7 G7 CA7 A7 
a ا سے‎ 
y S r اس‎ m -— e pa ote 
$e => == ERA 
D-7 G7 CA7 A7 . D-7 G7 
7 X. 
p= چا‎ r x m Ne | Ja — 
6 tut Ee tuo etes aoe و‎ 
CA7 A7 D-7 G7 CA7 A7 
13 Pa | 
—E 1 1 1 = pe 
D-7 G7 CA7 A7 D-7 G7 
19 EM. pe 
PARE e ہے کپ و بے ہے‎ - j 
سے‎ 7 | > 1 
etc. 
Example: Daily Practice Schedule - Asymmetrical Rhythmic Displacement 
7 1. 30 minutes on preparing for rhythmic displacement, exercises #1 and 2. 
7 
Z 2. 20 minutes on asymmetrical rhythmic displacement using a single pitch and rhythm only, choose from 
1 exercises #1-16. 
Z 
7 3. 40 minutes on asymmetrical displacement using melody and rhythm (in harmonic settings), choose from 
7 exercises #1-16, 
کر‎ 
Z ; . . : E ; 
7 4. 15 minutes on asymmetrical displacement using a single pitch and rhythm only, exercise #17. 
Z 
2 5. 15 minutes on asymmetrical displacement using melody and rhythm (in harmonic settings), exercise 7 
Augmentation/Diminution - - A ماس‎ 
Augmentation - A form of motif development using rhythmic embellishment where all (or most) of the note 
values of a motif are expanded or increased by a noticeable amount in a subsequent motif. The melody notes 
and melodic curve usually stay the same, but may change. 
[Note: Drummers should use concerted drum and cymbal attacks to execute sustained notes (i. e. letting the 
cymbal ring), and drum attacks only to execute short notes.] 
Example 111:21 
a 
E | کے و متم‎ 1 
> > | to i E T 2 i y 1 = + 
e » | = 1 
OM MD/AUG (SMC/NR) 
b 
z سے‎ | Sz e n 
Ec wp — HA کڪ سے‎ 
سے د‎ ۱ — 2 ۱ 
OM MD/some AUG (SMC/NR) 
8 7 — 
ج مو ا‎ U 
5 — کے‎ e e 9——— e- 
OM MD/AUG (SC/NMR) 
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Example 111:22 


or chords) as follows: 


a) play a short rhythm motif using few notes of relatively short rhythmic value, e.g. D's, J's etc. 


b) rest; 


0 play a development by expanding all (or most) of the note values of the previous motif by a noticeable 
amount, e.g. ل‎ 5 become +5 or û sorj s; 


d) rest; 


e) repeat a-d throughout the solo using a different rhythm motif each time. 


7 


SSS AS 


EE 


MD/AUG 


== 


Example 111:23R 


CA7 


ڪڪ ڪڪ 


MD/AUG 


2. Select a harmonic setting, tempo and mode of accompaniment. Improvise (using rhythm and melody) 
as follows: 


a) play a short motif using few notes of relatively short rhythmic value, e.g. e etc.; 


b) rest; 


C) play a development by expanding all (or most) of the note values of the previous idea by a noticeable 
amount (melody notes and melodic curve may repeat or change); 


d) rest; 


e) repeat a-d throughout the solo using a different motif each time. 


$e = 


MD/AUG, SC/NMR 


کے ر 
OM‏ 


= SS SS ae 


a 


3 1 
MD/AUG, SC/NMR OM MD/AUG/similar C/NMR 
E S " e de محم‎ 
+ T 
4 CER = ہہ ےھ 7و پت‎ . 
e سے‎ ut 1 


Í 
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MD/AUG (inverted Curve/NMR) 


p 
e ل‎ = 
p = 
D/exact AUG - all rhythmic values (notes and rests) 
increased by 2x's the original value 
2 
e- - [7] N t 
7 te 
D/some AUG (inverted Curve/NMR) 
Augmentation, Exercises #1 and 2 
1. Improvise in tempo with metronome accompaniment using a single pitch and rhythm only (i.e. no melody 


Section ا‎ 


Diminution - A form of motif development using rhythmic embellishment where all (or most) of the note 
values of a motif are contracted or decreased by a noticeable amount in a subsequent motif. The melody notes 


and melodic curve usually stay the same, but may change. 


Example 4 

a حم‎ 2 

: e — a e 5 -—— — "1 = 

OM MD/DIM (SMC/NRÉ 
b umm e 
== == === ہت ےک ہت‎ 
I OM MD/DI Ene | 
c محم‎ 2 

; e gs P 4 - " ثم‎ e 
162 : === 


MD/DIM (SMC/NR) 


کا و DÉC‏ - جس سے و جس سے 
SS E‏ ہے 


MD/DIM (SMC/NR 


e 
e 
= ل‎ ۱ ram 7 
l ےر سے‎ == | A س سے‎ 
| 
8 OM D/DIM (inverted Curve/NMR) 
١ Diminution, Exercises #1 and 2 
1. Improvise in tempo with metronome accompaniment using a single pitch and rhythm only (i.e. no melody 
or chords) as follows: 
d a) play a rhythm motif using few notes of relatively long rhythmic value, e.g. qu] ete: 
b) rest; $ 
d C) play a development by contracting all (or most) of the note values of the previous motif by a noticeable 
amount, e.g. a's become J. 5 ore Sor h 5 
i d) rest; 
e) repeat a-d throughout the solo using a different rhythm motif each time. 
E Example 5 
I 1 1 
مہ ےب ےچ‎ | EZ eS EL کو جو‎ 
Y ۱ 1 سے‎ EN 1 1 1 i 1 - 
1 1 - | | f [1 j 
d OM MD/DIM OM MD/DIM 
0 لقم‎ 
کک ت —€— ج يجا‎ == 
T OM MD/DM — 3 oF 
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2. Select a harmonic setting, tempo and mode of accompaniment. Improvise (using rhythm and melody) 
as follows: 


a) play a motif using few notes of relatively long rhythmic value, e.g. 4's, 4's, J 5, etc; 


b) rest; 


C play a development by contracting all (or most) of the note values of the previous idea by a noticeable 
amount (melody notes and melodic curve may repeat or change); 


d) rest; 


e) repeat a-d throughout the solo using a different motif each time. 


Example 111:26R 


CA7 


Ge 


تر سے سے سے سے سے کے سے سے سح ہے 


oO a- ۱ 
OM MD/DIM (SMC/NR) OM 
و‎ CA7 
s == سے‎ == === 
کے‎ ee ERE 
MD/DIM (SC/NMR) OM MD/DIM (similar C/NMR) 
CA7 


= 
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MD/DIM (inverted Curve/NMR) 


Example: Daily Practice Schedule, Augmentation/Diminution 


1. 10 minutes on Augmentation, exercise #1. 
2. 30 minutes on Augmentation, exercise 42. 
3. 10 minutes on Diminution, exercise #1. 


4. 30 minutes on Diminution, exercise #2. 


AS 


5. 10 minutes on the spirit and mood of the music. 


1 


Example 111:27 


C lonian scale 


Section il 


Upper Structure Triads (UST) 


An upper structure triad is any major, minor, augmented or diminished triad which is comprised of chord 
sound (chord tones and allowable tensions) from the chord scale, but which must contain at least one 
allowable tension, e.g. G major triad on a C major 7 chord: G is the 5th (chord tone) of C major 7; B is the 
M7 (chord tone) of C major 7; and D is the M9 (allowable tension) of C major 7. 

The upper structure triads of mostchord scales can be formed by arranging the scale notes in ascending order 
from the root by diatonic 3rds: , 


Lower Structure Triads (chord tones only) 


1 
[E e | 0 
ع‎ EN 


Upper Structure Triads (must contain at least 1 allowable tension) 


[Note: Triads which contain non-harmonic (yet diatonic) tones are not generally used as upper structure 
triads. | 


With the C lonian scale, the triads formed in this manner are: C, E-, G, B°, D-, F and A-. The lower structure 
triads are: C and E-. The (allowable) upper structure triads are: G and A-. [B°, Fand D- contain a non-harmonic 
note of the scale, F411), and so for now are not used.] 


e s 
big d NHT 
UST (F) 
UST (B°) f l 
LST (E-) | ۱ e 
f 1 e e I 
g- 
E 5 = 
5 € ———————— 
1 3 5 7 9 11 13 1 3 
l 
LST (C) i ۱ 
UST (G) i 


UST (D-) l 


UST (A-) 


When a choice exists between available major, minor, diminished or augmented upper structure triads, major 
is usually the preferable one due to the brightness and clarity of the major chord. (Other tonalities, however, 
are certainly okay to use when they're available.) 


The “whole step/half step” and "half step/whole step” symmetrical scales require a “search for it" approach 
to discover all the possible upper structure triads due to the particular interval configurations of the scales 
themselves. (See chart, Page 106) 
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Following is a chart containing the conventional 4-part chord types together with their common chord scales 
and the more popular upper structure triads. 


| j Chord Type a m | Chord Scale | “Popular Upper r Structure Triads | 
1. Major 7/Major 6 em ! lv 
"gd SO ۷ Vil = 1 7 
١ 2. Dominant 7 sus 4 1 “Mixolydian sus 4 n u ۷ Ve, 3 iud 
3. Dominant 7 ١ Mixolydian V-, ۷ VID ١ 
| Lydian -7 aac: eVe 
| | Altered mE MEMPHIS IR 
| 1/2, 1 1 MMV uar 
Whole Tone Ie 1 5 1 
| Mixolydian -9, -13 اال‎ I+ ا له‎ 
4 nore, ‘Mined Maier? | Melodic Minor (ascending) 8 Hie, ۷ ۷ 
| Minor/Major 7 | Harmonic Minor lv i 7 1 
5. Minor 7 Dorian E M V. "a 
| Aeolian  — 1v. I d 5 
Phrygian +4 y cay 
6. Minor 5 | Locrian pP €), OV) l 
Loria 9 | VI, PI i | 
7 Diminished 7 1, 172 Il, IV, VI, VII | 
| 8. Augmented/Major 7 Lydian/Augmented SOE min.) | Vil-, (D | 
O V i 


| lonian/Augmented (harm. min.) 


[Note: Upper structure triads in parentheses are sometimes used even though they contain a non-harmonic 


tone from the scale.] 


Practicing Triads . 


Use suggested exercises in Section Il, "Lower Structure Triads", see pages 72-75. 


Soloing With Upper Structure Triads 


Use suggested exercises in Section Il, “Lower Structure Triads” (see pages 76-78), changing lower structure 
triads to upper structure triads. Be sure to first assign chord scales to chords in progressions, then select an 
appropriate upper structure triad for soloing. 


Example 111:28R 


G (UST) 


CA7 lonian C-7 


Bb (UST) 


Dorian 


5 
07 


Lydian 


3 D»7 


Eb 


Lydian -7 


ee‏ ےر کے 


E 
e ftt. IS 3 
é SSS = 
G G D F C Eb G F 3 
CA7 F7 E-7 Donan A 7alt. D - 7 Donan G7alt. C A7 lonan G- 7 Donan F-7 Dorian 
7 fonian Lyd -7 
Es !سے کک‎ oO rm T E 1 ہے جم کت‎ 
Ix کے 2 1.9 7 اعت‎ 1 1 ^: e سے سے‎ | 1 
T3 Li arp = 22 + و‎ eono -eT نے م‎ 
کی‎ eS ae 
KA لا سے م‎ * 
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| T Section ill 


Eb E Bb C E G 
F- 7 Dorian Bb7alt. ۸7ہ‎ lonan D-7 G7 C AZ ionan 


3 ت ا ا‎ P b 
= eS Free eee ہے د‎ are ےک ےھ کے‎ 


I Bb E Eb G G D F 
C-7 Dorian D7 Lydian -7 Db7 Lydian -7 CA tonian F7 Lydian-7 E-7 Dorian A7alt. 

f — aM toe == z3 
شش‎ E رت‎ RA 
i C A C G E F D Eb 

D-7 D-/C Bo Locrian 49 E7alt. A-7 A-/G Fio Locrian 49 B7alt. E- 7 Dorian A7alt. 
5 Dorian کت‎ Aeolian L 3 = 
ہت‎ 2 EE. - 2 
رہ‎ e رر‎ Hu کے‎ 
0 C Eb Eb D 
D-7 Dorian G 7alt. DbA7 Lydian C A7 Lydian 


Ken ume e تے رت‎ 


Soloing Combining Lower Structure Triads with Upper Structure Triads, Exercises 
#1 and 2 


Write out a tune progression putting chord symbols above the stave. Select one lower structure triad per 
chord and write it above the chord symbol. Select one upper structure triad per chord and write it above the 
chord symbol with a slash to separate the lower structure triad from the upper structure triad. 


E.G. B+/G 


B7alt. 


e) 


1. Using the play/rest approach, improvise using only the notes of the triads, rotate between lower structure 
triads and upper structure triads, i.e. play one lower structure triad then one upper structure triad, etc. 
throughout the progression. Reverse the order and repeat. Or, simply choose from the triads at random 
to play while soloing. 


Example 111:29R 


C/G A+/Eb F/C G/E 
CA7 A7alt. D-7 G7 


e L| 
0 
NIN 
ha 
A] 
Tri 


C/G A+/Eb F/C G/E 
"v A7ait i 0-7 7 872 te 
vant z Deco. ف‎ E] ! 
l==== هج ص وو‎ AAA E 
al 7 l ~ — ÁO POE 
ll ] E H f 1 
1 6 Eb F E 
ل‎ 107 


2. Using the play/rest approach, improvise using first the notes of the lower structure triad, then the upper 
structure triad, all in the same measure on chords of 4 beats duration or more. 


Example 7۳۴ 


C/G A+/Eb F/C G/Db 
CA7 A7alt. D-7 G7 
=e 9 
| 1 2 Ø g 5 = i 
Ss = + HE E ] 1 o— £ 
= . + 2 ve ڪڪ‎ - 0 
1 | 1 Jail بحت مح وي‎ t J L ) 1 ii 1 المج سے ا‎ 
C G A+ Eb F C G Db 

C/G A+/Eb F/C G/Db 
CA7 A7alt. D-7 G7 CA7 


Example: Daily Practice Schedule, Upper Structure Triads 


Z Use same practice routine as lower structure triads (See Page 78). Substitute upper structure triads for lower 
% structure triads. 


Pentatonic Scales 


Any 5 (different) notes arranged in ascending order from the fundamental tone (root) of the scale constitutes 


a pentatonic scale, ¡.e., a 5-note scale. i 


The most common pentatonic scale consists of the 1st, 2nd, 3rd, 5th and 6th degrees of a major scale, i.e. 


a major scale without the 4th and 7th degrees. This particular pentatonic scale form will be applied 
throughout the discussion. 


Example 111:31 


C major pentatonic scale 


TO = 
oo E 
© 0——e——x —9 e oO 9 e- 


1 2 3 (no 4) 5 6 (no 7) 8 1 2 3 5 6 


This major pentatonic scale forms a common minor pentatonic scale when started on the 6th degree, i.e. 
6, 1, 2, 3, 5, of a major pentatonic scale is the same as 1, ^3, 4, 5, ^7 of a minor pentatonic scale. 


Example 111:32 
C major pentatonic scale A minor pentatonic scale 
i o + 
O LON ] 
4 e O7 E E [em = 
e e O e 
1 2 3 5 6 1 2 


6 (of © maior) 
8 (of A minor) 


The major pentatonic scale described above can be extracted from conventional 7- note chord scales and used 
as 3 source to derive melody for improvisation. 
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Example 111:33 
G7 altered (Ab melodic minor ascending) Db pentatonic scale 
| o 
5o DO e E | 
Ss m جک‎ J ےو 7چ ےھ سے‎ 1 
| t 
t 
Dø Locrian (Eh major scale) Eb pentatonic scale Bb pentatonic scale 
i ] 
j i 92 | be 7ھ‎ | 
TO l e 
po © E ہے ےی ۱ ہج‎ 
(See chart on page 110 for pentatonic scale application to chord scales.) 
As improvising using only triads creates extremely angular melodic curves because of the necessary interval 
leaps, improvising with pentatonic scales will create more of a balance between interval leaps and stepwise 
motion since the scale itself if comprised of both - leaps and steps: 
Example: 
Octave 
f ] 
6th 
Sth 
(ee a کر‎ 
Triads: 1 3 5 8 (all leaps) 
| jl e — AAA 
3rd 3rd 4th 
6th 
5th 
5th 
Ath 4th 
3rd 4th 
Major 
Pentatonic 4 2 3 5 6 8 (leaps and steps) 
Scales: 


jl‏ ايت SS‏ کک اا کس ےا 
2nd 2nd 3rd 2nd ` 3rd‏ 


Octave 


This balance, or combination of melodic leaping and stepwise motion, is one desirable feature of soloing 
using pentatonic scales because it creates interest through variety in the melodic curve. 


A simple triad arpeggio, e.g. 1,3,5,8, covers a wide melodic interval (perfect octave) using very few (4) notes, 
as compared to a stepwise diatonic scale run (1,2,3,4,5,6,7,8) which requires 8 notes - twice as many as a 
triad! A stepwise pentatonic scale diatonic run will cover the same melodic range (perfect octave) in 6 notes, 
i.e. more notes than a triad but fewer than an 8-note scale. 


Since improvising often incorporates triad or chord arpeggios and stepwise scale runs, the pentationic scale 
(like the triad arpeggio) will cover a greater melodic range using fewer notes and in less time than an 8-note 
scale. This feature enables the soloist to create quicker and more dramatic changes in register while playing 
a simple pentatonic scale run, which is desirable. 


Also, because the pentatonic scale has fewer notes than an 8-note scale and combines leaps with steps, 
diatonic interval patterns and other exercises played throughout the pentatonic scaie have a distinct, unique 
sound quality (effect). Scale patterns applied to pentatonic scales are relatively easy to learn because they are 
shorter (and therefore less complex) and take less time to complete than the same exercise patterns using 
7 and 8-note scale forms. 


Section Ii 
Example 1:34 


Scale pattern using C major scale 


+ سے سے سے سے سے کس A‏ ے سے کے سے سے i ore SSS‏ 


Same scale pattern (as above) using C major pentatonic scale 


== sanz ^ 
So 3 0 ee ق‎ 
"PILLS | o o 9 


Many positve effects can be achieved by using the pentatonic scale as a melodic source for improvising on 
chords due primarily to its relative simplicity (i.e., fewer notes than 7 or 8-note scales). However, like any device 
or source, it can lose its effectiveness if overused. Pentationic scale soloing (using scale patterns, etc.) will tend 
to sound mechanical, technical and unimaginative in this case. But, balanced with other sources, it is musical 


and useful. 
| Chodype — . . | Popular Major Pentatonic Scales* 
ED Major 7/Major 6 | lonian | LV | 
| | lydian mE 
2. Dominant 7 sus 4 | Mixolydian sus 4 | , ا۱۷۷۱‎ i 
3. Dominant 7 Mixolydian | 1 | 
Lydian -7 
| Altered Y تج‎ SES 
0 None ہو‎ | 
| Whole Tone ۲ i None** ueri 
Mixolydian -9, -13 | None** 
4. Minor 6, Minor/Major7 | Melodic Minor (ascending) IV | 
Minor/Major 7 Harmonic Minor | None** | 
|5. Minor 7 "^ | Dorian NIA El .۷۶۷۱ا‎ 
- | Aeolian mvi j 
Phrygian | PL VI, (ID | 
6. Minor 5 | Locrian " | VV) 
| | Locrian 39 |۷ 
7 Diminished 7 | 1, 1/2 | None** 
١ 8. Augmented/Major 7 | Lydian/Augmented (melodic min.) | (ll) ۱ 
| see لیا مم عي‎ E 


lonian/Augmented (harm. min.) : None** 


TOTIS: aes E سیت‎ 


Roman numerals in parentheses are pentatonic scales which contain a diatonic non-harmonic tone. However, 
they are often used nonetheless. 


* 1,2, 3,5, 6 of a major scale. 


** "None" refers only to the major pentatonic scale form used for this discussion, i.e. 1, 2, 3, 5, 6 of a major 
scale. Other pentatonic scale forms would apply to these chords (see page 113). 
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Section Ill 


Practicing Pentatonic Scales, Exercises #1-3 
As in soloing with lower and upper structure triads, better results will come after a period of preparation or 


practicing individual pentatonic scales using scale patterns, etc. 


1. Practice various melodic interval patterns and scale patterns using individual major pentatonic scales in 
tempo, with and without metronome accompaniment. (For examples see Section |, Chord Scale Practice.) 


2. Using the play/rest approach, improvise in tempo on a single pentatonic scale. Create variety and interest 
through rhythm, phrase lengths, rhythmic density, dynamics, articulations, time-feel, etc. Use various 
forms of accompaniment. 


Example 7808+ 


C major pentatonic scale 


zz = یہی‎ Ee Ej eS 


e? ہے‎ eco 


“Oh 


1 

n 

0 

M 

3 EN n 
0 

'u 

Ta 

* 


سے 
etra =>‏ 
AA‏ 


etc. 


oS 
|| 
WIN 
ni 
NN 
0 
VM 
[M | 
f 
BB. | 
M 


3. Select two pentatonic scales, e.g. C and 0+. Assign equal duration at first, e.g. 4 beats, 3 beats or 2 beats 
each, then vary the duration at will. Using the play/rest approach, improvise in tempo using only the notes 
of the respective pentatonic scales. Use all notes of each pentatonic scale played at first when chord 
duration is long enough. Then use some or all notes of the respective pentatonic scales. Repeat in other 
keys. Vary forms of accompaniment. 


Example 70۳ 


C major pentatonic / Db major pentatonic (4 beats each) 
6 Db 


e 


C major 20٤ / Db major 0 8 (2 beats each) 
b LE ts Db C Db E 6 Db 

=== : LETS : ااي‎ 2 

ESE === Sa do <S ال ہے‎ 


C major pentatonic / Db major pentatonic (change at will) 
© Db C Db 


be , ee | 
pete ee 


== 
جم‎ 
¡qa 


i 2 Db 6 Db 9 Db 
— ۱ y 2 : 
: ae Be eR uL eee er مرا‎ 
1 للم‎ T *—. = i ; + W e كا‎ -e- f + 4 ۱ — 
+ p-e- _— tj 
E a 7 سے سے‎ " 


2CVUUIT HI 


Applying Pentatonic Scales to Chord Progressions, Exercises #1a, 1b, 2 
Write outa chord pattern ora tune progression with chord symbols above the stave. Assign appropriate chord 
scales. Select one pentatonic scale per chord (wherever one is available) and write it near the chord symbol, 
Write the notes of the pentatonic scale in the stave underneath the chord symbol, as in: root, 2, 3, 5, 6. 
Example [1:37 
BbA7 Lydian (C pentatonic scale) 


> o 5 i 


1. Warm up: Throughout the progression, play 1, 2, 3, 5, 6 (or any 5-note pattern using all notes of the 
pentatonic scale) on each assigned pentatonic scale. For chords lasting 4 beats use | 1 7 J J 


rhythm. For 3 beats use j 0 1 J | for 2 beats use JJ. m or J] Mm rhythms. Rest where 


there are no pentatonic scales available. 
a) Use the same scale pattern on each chord: 


b) use different scale patterns throughout the solo. 


Example 111:38R | 


C AZ ionian A 7 alt. DØ Locrian G 7alt. C AZ ionian A7alt. DØ Locrian G7alt. 
G pentatonic Eb pentatonic Bb pentatonic Db pentatonic G pentatonic Eb pentatonic Bb pentatonic Db pentatonic 
2 ef Te i are s | 
E PUE tree 
1 | 
EE aS simile 5 32 1 6 3 56 12 etc. 


عع ساصعتچہبچف i‏ 


2. Using the play/rest approach, solo on the chord pattern or tune progression in tempo connecting two 
or more adjacent pentatonic scales with a melodic line using only the notes of the assigned pentatonic 
scales. May use some or all notes of each pentatonic scale played. 
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Example III:39R 


CA7 ionian A 7 alt. DØ Locrian G /alt. CAT Ionian 
G pentatonic Eb pentatonic Bb pentatonic Db pentatonic 


G pentatonic 


Section Ill 


Other (less conventional) pentatonic scales include the following scale forms: 


1. 1,?2, 3, 5, 6 (major pentatonic with +2) 


Example 0 
H 
O O 
é o Po پت‎ 
1 -2 3 5 6 
Y. 
Theabove pentatonic scale form can be applied on the "half step/whole step" and "whole step/half step" 
symmetrical scales. 
Example 1 
C7 (half step/whole step) < same scale => D5?7 (whole step/half step) 


ED‏ و ae‏ ک رح ح تہ 


C pentatonic (b2) Eb pentatonic (b 2) Gb pentatonic (b2) A pentatonic (b 2) 


bento cede 


> S peje P9 i Ü 


1,2,3, 5,6 
1,2, 3, 5,6 


2 

3 

4. 1,2,3, 6 
5. 76 
6. 152,53, 5,66 
7. 1,2,3, 5 6 
8.1236 


[Note: Concentrate on learning and applying the major pentatonic scale form (in all keys) before working 
with less conventional forms. ] iilii 


Example: Daily Practice Schedule - Pentatonic Scales 

1. 30 minutes on practicing pentatonic scales, exercise #1. 

2. 15 minutes on practicing pentatonic scales, exercise #2. 

3. 15 minutes on practicing pentatonic scales, exercise #3. 

4. 15 minutes on applying pentatonics to chord progressions, exercise &1. 


5. 30 minutes on applying pentatonics to chord progressions, exercise #2. 


MEAN 


6. 15 minutes on the spirit and mood of the music. 
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Chord Scales With Selected Non-Harmonic Tones 


The purpose of this topic is to emphasize individual non-harmonic tones by incorporating them into 
conventional 7-note chord scales one ata time. This will enhance ear training and concentration on resolution 
of specific non-harmonic tones. 


An 8-note scale can be formed by adding one non-harmonic note to a conventional 7-note scale: e. g., to 
the major scale (lonian) add: ^2 (#1), or #2 (+3), or #4 (+5), or #5 (^6), or ^7 (#6). 


Example 111:42 7 
CA7 lonian (add #1/2) 
o X» 2 
e fe o e 8 

CA7 lonian (add 32/3) 

e o e 1 

6 5 ote o [om i 
CA7 lonian (add *4/^5) 

e 

TO d €x = 

6 [3 e | 

CA7 lonian (add #546) 
o e 
& © o 2 fe i 
e 

CA7 lonian (add #647) 

e Fj 

e - - = PE -— ce 
Chord Scales With Selected Non-Harmonic Tones, Preparation Exercises #1-3 
1. Apply various conventional scale patterns to the new 8-note scale. Practice in tempo. 
Example 111:43 


CA7 Ionian (add #1) 


E EEE | 


2. isolate a section of the scale which contains the new (added) note and apply scale patterns in order to 
get more practice at using the new note of the scale. 
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Example 4 


C 47 lonian (add #1) ON 
me flip hho po جح ل وچ ہر یس‎ 
Mr ae es = = 
Il uir ttd بھی‎ uu lle 


c |. CA lonian (add #1) ہم‎ 


<= 
eet =‏ ےر کے e ah E paa‏ رو ود ٹہ بے 


79 A ie holo e AA 


tc 


d 3. Using the play/rest approach, improvise in tempo using only notes of the new 8-note scale over single 
(individual) chords, unlimited duration, which are diatonic to the original 7-note scale. Resolve the non- 
harmonic tones directly and indirectly. E.G., with CA7 lonian/add #1, solo on: CA7, D-7, E-7, FA7, G7, 

8 A-7, Bg, individually - modal style. 


[Note: CA/ lonian/add*1, for example, produces the same notes as D-7 Dorian/add A7; E-7 Phrygian/add 
213; FA7 Lydian/add ^13; G7 Mixolydian/add #11; A-7 Aeolian/add A3; and Bg Locrian/add to] 


Example 111:45R 
CA7 Ionian (add #1) continue with CA7, or... 


SA سے ے۔ کک کے‎ n 


a D- 7 Dorian (add A7) continue with D-7, or... 
A Ss 


continue with E-7, or... 


SSS 6  - 770 


continue with FA7, Or... 


1 نے ہر‎ ma + : e 
A Led 


GORE ETE 


Example HI:45R (continued) 


G7 Mixolydian (add #11) 


continue with G7, or... 


He 


pte 


A-7 Aeolian (add A3) 


re 
NTS 
١ 
EN 
e 
ihi 


2 continue with A-7, or... 


مل 


©! 6 


@ 
T 9—9 


tt 


82 Locrian (addh9) 


2 


continue with Bg, or... 


ao : =] 


CA7 Ionian (add #2) 


“fete o 


continue with CA7 (add #2), or. 


60 Ste 


t ie = 


etc. 


Soloing With Chord Scales and Selected Non-Harmonic Tones, Exercises #1 and 2 


Select a tempo, chord pattern or tune progression, and a mode of accompaniment. Assign an appropriate 
chord scale for each chord in the progression and select one non-harmonic tone to add to each chord scale. 
Write each chord symbol and the specific non-harmonic pitch added to the scale above the stave. Write the 


non-harmonic note and its surrounding resolution notes in the stave. 


Example 111:46 


CA7 Ionian (Bb) 


Dø Locrian (Ah) 


G7 half/whole step (Fit) 


beto 


(NET) 


| 
+= 


1. Using the play/rest approach, first improvise in tempo on each chord of the progression separately or 
individually - modal style, unlimited duration. Concentrate on playing (emphasizing) the added non- 
harmonic tone and resolving it directly and indirectly. 


2. Using the play/rest approach, improvise in tempo on the entire chord pattern or tune progression while 
focusing on playing and resolving the (added) non-harmonic tone each time you play on a chord. Restrict 
non-harmonic activity (as much as possible) to the specific non-harmonic tone added to each scale. 
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C A7 lonian (Bb) A7alt. (E) Dg Locrian (A) 67 halfAwhole (Fit) 
— z = 
pe O E bobo E 
es AR E ie eho 
Improvised solo example 
pete $ 5 EIS 
CN atte f abe f - eae equ be 1 
1 6 ee 7 
۱ : CA7 lonian (Bb) A7alt. (E) Dg Locrian (A) G7 half/whole (Fi) 
be == : E ۱ l 
سے‎ 
8 S zbe e D y S ff a e zba a ےچ‎ ET 
= 
$* = ie —— me ER NM | E 1 سے‎ Lg. 
A C A7 lonian (Eb) A7alt. (Gs) Dg Locrian (B) G7 half/whole (C) 
== Obs i r —— E io o 
i joo je oke ۶۶ | 
bata he عم‎ 
É وک دو تھے‎ [ => = ue کے‎ 
| —— ر‎ 
CA7 lonian (Ab) A7alt. (B) Dg Locrian (Cit) G7 half^Awhole (A) CA7 


do کرات > ہے‎ bobo 


E T = 
— سے‎ 


ہے وچ 


NU 


عام ءام 
ES:‏ 


==] 


UNS DN 


All of the previous exercises on preparing and soloing with chord scales and selected non-harmonic tones 
can be applied to melodic minor (ascending), harmonic minor and symmetrical scales by adding one non- 
harmonic tone at a time to the original scale. 


Example: Daily Practice Schedule - Preparing and Soloing With Chord Scales and 
Selected Non-Harmonic Tones 


1. 15 minutes on preparation exercise #1. 


P 

7 

7 

Z 2. 15 minutes on preparation exercise #2. 
Z 

Z 

Z 3. 30 minutes on preparation exercise #3. 
Z 

Z : : 

2 4. 20 minutes on soloing exercise #1. 

Z 

Z 

% 5. 30 minutes on soloing exercise #2. 

وو 

Z 

^ 6. 10 minutes on the spirit and mood of the music. 
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Rhythmic Values 


Example 8 


Using a single pitch and rhythm only: 


The rhythmic value of a note (or rest) is its length or duration measured in beats relative to the time signature, 
e.g. in 4/4 time the rhythmic value of a whole note is 4 beats, a quarter note is 1 beat, an eighth note is 
1/2 beat, a half-note tied to an eighth note is 2 1/2 beats, etc. 


We naturally use notes (and rests) of different rhythmic values when improvising, i.e. whole notes (whole 
rests), half note (half rests) quarter notes, eighth notes, triplets, 16th notes and various (tied) combinations, 
These note values can also be isolated and practiced individually or used in spegfic combinations to develop 
a deeper awareness of each rhythmic value's sound effect and the ability to use it more fluently by ear. 


In addition, limiting the rhythmic possibilities to a single rhythmic value (especially to quarter notes or longer 
durations at medium tempos), forces the player to create variety and interest in the solo through melody. 
Therfore, exercises in which the rhythm is restricted or controlled will not only develop an ability to use the 
selected rhythmic value more effectively, but also an ability to form more lyrical melodies. 


The following exercises are designed for exploring individual rhythmic values and certain combinations. (See 
accompanying examples, also.) Each exercise can be practiced in 3 ways: 


(1) using a single pitch and rhythm only (i.e. no melody or harmony); 
(2) using “free” melody (i.e. no harmonic restriction); and 
(3) using various harmonic settings (such as a single chord, a chord pattern or tune progression). 


Practice at slow, medium and fast tempos with and without accompaniment (metronome, comping tape, 
etc.), in 4/4, 3/4 and other time signatures. 


[Note: Drummers should use concerted drum and cymbal attacks to execute sustained notes, e. g. whole note 
values, and concerted drum attacks only to execute short notes, e. .و‎ quarter notes, 8th notes, etc.] 


Rhythmic Values, Exercises #1-9 


Using the play/rest approach, apply the following rhythmic values throughout the solo. Begin phrases on 
various downbeats and upbeats within a measure. Phrase lengths may be equal and/or varied. 


1. Each phrase is comprised of predominantly whole note rhythmic values. [Note: “predominantly” means 
try to play only whole notes, but if other note values occasionally occur, it's okay.] 


1 


6 


O i o 


= حت‎ =e EÉ 2 


é 
$ 
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Using "free" melody (no harmony): 


zo - — hs 2 : 2 fe aie t‏ ےس 


mn سی‎ 
0 
MIR 
le 
I 
۰ 
D 


S 
| 
0 
| 
| 


: 
DUE | 
3 
Q 
“y 
Je 
Ate 
My 
EL 
HN 
5 
ài 
5 
Vo 
1 


Using a chord pattern: 


D-7 G7 CA7 A7 D-7 G7 
i 
E e = ي‎ E ص ص ي‎ 
CA7 A7 D-7 G7 CA7 A7 
| = P== 
ڪڪ ڪڪ‎ r e z سے‎ 


© 
لہ‎ 
a 
لہ‎ 
N 
> 
NI 
> 
M 
0 
M 
e 
N 


A 
> 
N 
> 
~J 
Oo 
+ 
M 
e 
M 
C 
> 
M 
QP 
M 


= سی ساےہ‎ 
) 
|o 
+ 
® 
D 


o 


) 


RÉEL ڪڪ‎ 


etc. 


BEND 
e 


2. Each phrase is comprised of (predominantly) half note rhythmic values. 


Example 111:49 


Using a single pitch: 


eee |‏ ٹوو ce A A EE eee ee‏ تا 
8ھ r | 3 | prep‏ 
حول D‏ جم rx Im 2 Um‏ مام سے ودع خی E 883 y‏ 
| = 1 1 ہے e‏ 
ga A‏ + 2 ^ 8 2872 8 سے L--—.—.—————‏ 
uut ae : x‏ يد AE r‏ 
119 | 


SES یجس‎ don ats تی تی‎ a 


b Using “free” melody (no harmony): b 


a SS a‏ کے کے 


6 à 
és کے‎ E de p == 


bees | |‏ | 7 - وم 

Sa ERE a 

Using a chord pattern: ña 
e D-7 G CA7 A7 D-7 G7 CA7 A7 

hp | €—Ó ae 

Ger وت‎ A ee EE 
: D-7 G7 CA7 A7 D-7 G7 CA7 A7 

5 a= ل‎ 1 Lo) 2 I 
[m =e SÁ Se. ES 

D-7 G7 L CA7 A7 D-7 G7 CA7 A7 
ىف‎ es : ھت‎ be 
ر ر چ‎ a و‎ 


3. Each phrase is comprised of (predominantly) dotted half note rhythmic values. 
Example 111:50 


Using a single pitch: 


SS Se 
$E HE 


b Using "free" melody: 


Get epu OA 


A سس‎ 


Using a chord pattern: 
č D-7 G7 CA7 A7 D-7 G7 CA7 A7 


s سا جر‎ = 
D-7 G7 CA7 A7 D-7 G7 CA7 A7 
t —ba—2— 
2 i + + 
rs = E Io x zr Z ur y. pec». = ices 
© tc 
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4. Each phrase is comprised of (predominantly) dotted quarter note rhythmic values. 


il Example 111:51 


ees‏ لديا 


[ | | | 


er‏ کس ہی سے ees ae ee a‏ ہہ مہ چس 
ڪڪ ۽ 


Using “free” melody: ‘ b s 
Bee Se es 


a Using a chord pattern: 
E D-7 G7 CA7 A7 D-7 G7 CA7 A7 
جعي‎ | i 
e 1 Ns سم‎ te = 
oi ہے ےت ےر‎ 
| D-7 G7 CA7 A7 D-7 G7 CA7 A7 


5. Each phrase is comprised of (predominantly) quarter hote values. 


Example Ili:52 


Using a single pitch: 


SES eee 


== ےس سس خر‎ AR SER T 


b Using “free” melody: 


| ] — H T E N :2— ——- I 1 
He تع کے وج ےا ور‎ 4a جچ ےہ‎ 


e) 


ale = 


T | ae... zba‏ للبم 
T HH‏ ےج یں ; Lo uet ee ee‏ 
e) Temp PE : e: i‏ 


L 


Using a chord pattern: 
e D-7 G7 CA7 A7 D-7 G7 CA7 A7 


Gert PE EA AAN 


D-7 9 
: ممص‎ | E 
bove preter a ee tte 


6. Each phrase is comprised of (predominantly) eighth note values. 
Example 111:53 


a Using a single pitch: 


EEES ڪڪ ڪڪ‎ eer 


E s ا ےھ‎ ] CEN Y 1 y 
EEE 


کور كت ER‏ تی تو ہے ہے عع عع ع مخ 


b Using “free” melody: 


b | 
Ger net epp ea 


$3 = و‎ eS a eS 


G7 CA7 A7 D-7 G7 
r] j 
pa a oe 
EP ES a ee 
CA7 A7 D-7 G7 CA7 
| 
Ee > M کچ تد‎ E 
EA EE E TOES تر‎ fa Ey 
7ھ‎ D-7 G7 | CA7 A7 
ود‎ tera, ope, etas A e 
ہے‎ a FS rry 
5 NN : Y i ETE 
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j 7. Each phrase is comprised of (predominantly) triplet note values. 
Example 4 
3 Ee: a single pitch: 


7 rra q ert x) * a DE E EE 
کے‎ === AAA 


D 


ay ےپ م مم وم‎ — cHVRRCTEEYER UR E z 
E "tt. ES mmm E TET Ex = IER 


EE. — 3 — 3 — cis 


E—— ER 2-5-2 


e a بدو — 3 3 3 اق‎ 3 3 3 etc. 
1 Using "free" melody: * of he ho: e م‎ he 
sj اک‎ 3 E = : | z : t LL 
É e ee =e ame 0+0۲ 


Eee =a rob Erem 


3 3 ہے 3ڑسے نو 


Fe کے وج‎ EE o A —3 | ee E 
T T 
e رر‎ ae A EPR 
3 3 2 


=3 _ tc 
Using a chord pattern 
D-7 G7 CA7 A7 
g 3 ہہ دے ہے‎ 2 
— === 
po | tp a et 
wages 
3 3 
D-7 4 G7 j CA7 A7 
3 —3— 
= 
b EA d PO AE pero 
ae e- ] 1 
e == .: 
| D-7 rs ج‎ Nie. CA7 5 A7 
a 2 SD =?" qt -4 [CSI EE ھ ہے‎ sj ya 
ر ي‎ 
D-7 G7 ےک‎ Al 
| pede e 
= ےج تھب ید ہے‎ LE وہ ہے ہے کے ہس‎ t 


ffi‏ )اتد 


8. Rotate rhythmic values per phrase throughout the solo, e.g. 1st phrase uses only 8th notes, 2nd phrase 
uses only triplets, 3rd phrase uses 8th notes, 4th phrase uses triplets, etc. 


Example 111:55 


Using a single pitch: 


a 
ER See ae 


3 3 


6 


جص كيعس دحج ع عجان وي 


uF 3 3 =3— 


br: کک‎ 5 52 < PEE = PRE 


3 E: Msg ecc 3 —3— بوا‎ 


Using “free” melody: 


jı b EE 
A ipa te iei 


3 etc 


Using a chord pattern: 
D-7 G7 CA7 3 A7 D-7 


= = ES tetra E Eg = د‎ end 


3 3S y 
etc. 


9. Combine (opposite) rhythmic values in each phrase: Begin each phrase with a sustained note, end with 
8th notes; reverse procedure; begin and end each phrase with sustained notes, use 8th notes in middle, 
etc. 


Example: Daily Practice Schedule - Rhythmic Values 
1. 15 minutes on exercises #1-9 (choose one or two) using a single pitch and rhythm only. 
2. 15 minutes on exerceses #1-9 (use same ones as above) using "free" melody, no harmonic restriction. 


5 minutes on exercises #1-9 (use same ones as above) using a single chord, chord pattern or tune 
progression. 


ANS 
w 


E 


5 minutes on the spirit and mood of the music. 


! 
i 
۱ 
| 
I 
| 
| 
| 
| 
| 
| 
| 
| 
۱ 
۱ 
j 


Section lil 


Syncopation 
Syncopation is an important rhythmic feature of improvising which can be created by accenting certain beats 
(downbeats and upbeats) of a measure which are normally unaccented. Syncopation propels the rhythmic 
flow and enhances the feel of the music, producing the sensation of forward motion, and, in more 
exaggerated cases, of disguising or distorting the original meter indicated by the time signature. 


Example 76011 


Using a single pitch: 


DEN | َه زه‎ s at rr سٹیر‎ ej z : —. 
LECHECHUOHERICOHEDY سک ہے‎ Se SEO ہے‎ E. 


" 


[ 


0 
x 
A 
[| 
e 
a 
. 
i 
Año 
e 
XL» 
he 
Tha 
| | 
. 
. 
L| 
ME 
BUE | 
e 
Y 
e 
Le 
DIA | 
H 
EN 
e 
BEN 
Ae 
2 


ji 30 
ally 
e 
v 
NW 
He 
e 
IIA 
AA 
a 
pu 
lih 
He 
ER 
e 
XL 
TT 
EN 
0 
BER. 
le 
i 
Av 
١ e 
M 


L. 


2+ ھ۶“‎ 4٤9 EE Sr 


Using “free” melody: b 


k 
3 
po وب جز ےھ‎ a کے ےس ےم ے کے سے‎ 
É- E ووو یح کے‎ SN 
Ko perdi t ert rts 
E ری‎ Fog ety st 


1 Using a chord pattern: 
D-7 G7 CA7 A7 D-7 G7 


0 
ر‎ 
A 
Le 
XM 
پا‎ 
My 
Hle 
XI 
e 
4 
Lie 
mA 
۲٢ج‎ 
+» 
a 
i 
Vier 
TTR 
a 
17 
Vier 
| le 
Por 
«1 
«A 
ap 


CA7 A7 p D-7 x CA7 A7 
. م 2 لمي‎ oe رت‎ E | 
H fæ? - IET SETA TER RN Em t HS) d 1 i E 5۴ | E r 
B D-7 G7 CA7 A7 D-7 G7 CA7 
2 e e e. 
| A Le E 
s pe D e wo 1 i poen = e s e 
EUH prc a E 


Tom. 
e 
y 
Aar 
¡e 
` 
I 
y 
ھ0‎ 
NS 
Ate 
de 
5 
" 
0 2 
J 
. 
» 
He 
ds 
Ate 
a 
e 
d 


e 
ve 
N 


Example of less syncopation using a chord pattern: 


3 D-7 G7 CA7 A7 D-7 G7 
p E 
| ےہ ہت و‎ E 
Ge ES g ? یی‎ a ope g: i1 2 4 be 2 < du oa «hs s ee 
A7 A7 D-7 G7 CA7 A7 
= N i ] e mm ات‎ 
E e = 7 "s 9$. yj. | e 2 4 b. be 2 e بک‎ PER 2 = 


6 

D-7 G7 CA7 A7 D-7 
13 ام ہے‎ EE c a 
ott = "ke gig = 


IMPORTANT: 


Like rhythmic values, the following syncopation exercises can be practiced in 3 ways: 


(1) using a single pitch and rhythm only (no melody or harmony); 
[Note: Limiting the melody to a single pitch is an excellent exercise for developing rhythmic variety and 
syncopation since it forces the player to create interest in the solo through rhythm alone. Other possibilities 
would include limiting the melodic choices of a solo to 2, 3 or 4 specific notes only.] 


(2) using “free” melody (no harmonic restriction); and 
(3) using a single chord, chord pattern or tune progression. 
Practice at slow, medium and fast tempos, with and without accompaniment, in various time signatures, etc. 


Syncopation, Exercises #1-5 


Select a harmonic setting, tempo and mode of accompaniment. Using the play/rest approach, improvise in 
the following ways throughout the solo: 


1. Each phrase involves little or no syncopation (end phrases on downbeats, minimize use of anticipations). 


Example 178 


D-7 Gy د‎ : CA7 : . A7 D-7 
بے‎ — z I— وحم‎ : 
GE == ea aa je 
G7 CA7 A7 D-7 G7 
تی کر و شر‎ NS 


<= کے‎ etc. 
2. Each phrase involves extreme syncopation. 


Example IH:58R 


D-7 G7 CA7 A7 D-7 


2 EE 
e 7 z= 
G7 CA7 A7 D-7 G7 
2 be o bø | 
Ne va La a.” = se s ze 
Y [7] DEN ] ise i AO A 2s 
EE ےے ہم بت کے‎ E == E LA at 
e a E N — 4C 


عا 


Section Ill 


| 3. Each phrase begins unsyncopated (for several beats or bars) and ends syncopated (for several beats or 


bars). 
Example 1II:59R 


١ D-7 G7 CA7 A7 D-7 
pos کڪ سے تد ہے ےہ‎ 
G7 CA7 A7 D-7 i 


Sree ES 
d PE SS e کے‎ 


i 4. Each phrase begins syncopated and ends unsyncopated. 
Example 76٤5 
d D-7 G7 CA7 A7 D-7 


: N == : I PERI TES 
SS SS SS as 
G7 CA7 A7 D-7 G7 


tex 2 oe a da حك ہے‎ 


5. Rotate phrases throughout the solo between syncopated and unsyncopated, e.g. 1st phrase uses 
i syncopation, 2nd phrase uses no syncopation, 3rd phrase uses syncopation, 4th phrase uses no 


syncopation, etc. 
Example 111:61R 


D-7 G7 CA7 


1 A7 
. v. | حم‎ 
p= 2 ےک‎ ee 


—3— 


D-7 


G7 CA7 A7 


سے جس مھ سے 2ے سے تہ سے سے سے k-‏ 


DAR —Ó M 
E SA 


1. 10 minutes on exercise #1. 
2. 10 minutes on exercise #2. 
3. 10 minutes on exercise #3. 


4. 10 minutes on exercise #4. 


O minutes on exercise #5. 


U1 


RRS 


6. 10 minutes on the spirit and mood of the music. 


É 
E Example: Daily Practice Schedule - Syncopation 
E 


Section Ill —— 


Instrument Registers 


For various reasons, a particular register (low, middle or high) of an instrumentis sometimes favored (i.e. used 
more frequently) by players in their improvising. However, each register can be developed. This is simply a 
matter of using the particular register you want or need to develop more regularly, to become more familiar 


Example 111:62 


CONCERT PITCH 
Soprano Saxophone 


with its characteristics. 


Begin by identifying the relative limits of the 3 registers (low, middle and high) on your instrument. This can 
be determined by dividing the distance from the lowest note you can (comfortably) play to the highest note 


you can play into three more or less equal sections - low, middle and high. 


Alto Saxophone 


*. 


> 


1 
pl 
== 


bo low 


Tenor Saxophone 


mid 


& 


be low 


o 


Baritone Saxophone 


high 


ber F 


vo | 
ra 6 EI 
low Fo 


mid high bo low mid high 
o 
Trumpet e Trombone b b 7 == 
o : | | 
Rec كر‎ j 
==> ۱ o mid high © low mid high 
rey 0۷ 
Bass Trombone be Clarinet be 
83 | © ber eo ho 
= ] 
1 کا‎ ] 
9 py, © = ni high == TO ug high 
Sub loco > low 
o 3 gue 
Flute =n Piano o 
57 bo = o 
= يح تس‎ = 
| 
© low mid high e low leo — mid high 
Que e 
e 
Guitar Bass jo o cun 
5: | کے‎ j a 
ڪڪ ڪن وح‎ 
oO کو‎ i 
O low e — mid high © low mid high 
eo Qu s حت‎ peek sien! تو‎ ees Me E RED ارہ‎ see 0 


[Note: Drum registers: bass drum and large tom-tom (low), snare drum and small tom-tom (middle) cymbals 


(high). ] 


Section Ill 


Instrument Registers - Exercises 81-7 


Select a harmonic setting, tempo, and mode of accompaniment. Using the play/rest approach, improvise in 
the following ways throughout the solo: 


1. Each phrase is confined to the middle register. 
2. Each phrase is confined to the low register. 
3. Each phrase is confined to the high register. 
4. Each phrase spans the low and middle registers (in any order). 
5. Each phrase spans the middle and high registers (in any order). 
6. Each phrase spans the low, middle and high registers (in any order). 
7. Each phrase is confined to either the low, middle or high register (in any order). 
Daily Practice Schedule - Instrument Registers 
1. 10 minutes on exercise #1. 
2. 10 minutes on exercise #2. 
3. 10 minutes on exercise #3. 
4. 10 minutes on exercise #4. 
10 minutes on exercise #5. 


10 minutes on exercise #6. 


10 minutes on exercise #7. 


NOON 


0 یہ‎ D wu 


. 10 minutes on the spirit and mood of the music. 
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Over-The-Bar-Line (Or Beat-Line) Phrasing 


A melody cadences when it arrives at a temporary or permanent point of rest or inactivity, achieved by using 
either a rest or a sustained note of 1 1/2 beats or more, depending on the tempo. (Faster tempos can require 


longer rest or inactivity.) 
2 


A melodic phrase is the period of activity before (or after) a point of melodic rest. Often the ending of a melodic 
phrase will coincide rhythmically with a chord change, thereby linking the melody to the harmony through 
rhythm as well as pitch. 


Example IV:1R 
CA7 G7 CA7 
a or 
== سے‎ 
= jte 922 6 
| vw s * y (CA7 anticipated by half beat) 


Harmonic 


HO RE: Fo ou 


SSF Jil SF FF 


rhythm A. Y Y Y 
E D-7 G7 D-7 G7 
! er ہے‎ eee = : 
Ex a eee — ino awe 
B (G7 anticipated by half beat) 
T 
ad ue uuo ONG AF ueque ue Jl e ur و‎ 
Over-the-bar-line (or beat-line) phrasing occurs when a melodic phrase ends with a sustained note at least 
١ one full beat or more before a chord change (i.e. the melody cadences before the harmony changes). The 
sustained note is then held over the bar line (or beat line) for at least 1/2 beat, and usually longer, while the 
chord changes. 
i Example IV:2R ١ ut TUS 
3 G7 CA7 7 G7 CA7 
م‎ m | | 
1 Es ہے ےھ‎ ee | 
y oe ase 
Har 
می وو‎ xu AS یا‎ apt. LE PENA DAR 
D-7 G7 D-7 G7 
p سی‎ or 
= وو ع = وو‎ | 
.- 7a + il 
e i 
Har | 
Err LL L LU uw ge LVF را و خر رو‎ a سج ےر‎ 
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SELLO TV 


D-7 G7 CA7 A7 D-7 
Ge A : ev vil]. 0011 HE 


A7 D-7 G7 CA7 A7 


e 
"٢ 
| 
eL 
E 
٠ 
fi 
ri 
| INE 
* 
1 
ا‎ 
a 


3 = 
=$ = EL = 


Over-the-bar-line (or beat-line) phrasing will often produce the effect of anticipating the next chord in the 
progression. 


[Note: If the sustained note at the end of the melodic phrase is not chord sound on the next chord, it should 


resolve directly or indirectly by step (preferably 1/2 step) when the next melodic phrase begins, or within a 
few beats time.] 


G7 CA G7 67 


a m ee] b bytes | 
m 5 1 i 5 i AÑ 
+ 
تج سے مر ےس ر‎ HELL ES 
AS 


Over-The-Bar-Line (or Beat-Line) Phrasing, Exercises #1 and 2 


[Note: Drummers should play a concerted cymbal and drum attack for the last note of each phrase, letting 
the cymbal ring to create the effect of a sustained note.]_ 


1. Using a comping tape, improvise in tempo on the following chord patterns using these rhythms but 


choosing your own melody notes. Assign appropriate chord scale first. (Transpose chord patterns to other 
keys and repeat exercises.) 


Example ۵4۹ 


z : E z ro ہک‎ 
SSS ڪڪ‎ 


indefinitely 


Ge + s ہے ہے کے‎ dE y z AS AAA Repeat 


(D 
U 
i 
~ 
a) 
^d 
C 
ct 
M 
> 
^d 


eE-Rte ax => e 
ہے 5 نے‎ "- = wa i 


Example IV:5 


G7 


while soloist plays: 
7 


mn mı E E S EE M D UM M NM MM M M M WM NM NW — 


JC RE Bh NRO uec as up 


Section IV 
(CA7 A7 D-7 G7) 
f D-7 G7 CA7 5 A7 
> E 2 ay EME a TP: 1 2 epeat 
ecl شك کک دول‎ EE تن‎ ey 
(CA7 A7 D-7 G7) 
g D-7 G7 CA7 QA 
: E : LÎ Repeat 
6 ej T g £ z -4 i = t? ff =| indefinitely 
(CA7 A7 D-7 G7) 
h D-7 G7 CA7 A? 
= 7 [7] =] Repea 
6 کی‎ = 2 i i 2 | E 2 | + | میم‎ 
(CA7 A7 D-7 G7) 
¡ D-7 G7 CA7 7 A7 
E EEE مت کے سس سے‎ ay 
=| l — 
(CA7 A7 D-7 G7) 
j D-7 G7 CA7 QUA 
ect TIT م ےک ےت -< سے‎ TO e 
| [m— orar 


2. Using the play/rest approach an 


d a comping tape, improvise in tempo on a ch 


ord pattern or tune 


progression applying over-the-bar-line phrasing (1) at pre-selected places, and (2) at will (see Example 


IV:2c, Page 132). 


[Note: May mark pre-selected places on chord sheet with *.] 


Example: Daily Practice Schedule, Over-The-Bar-Line (or Beat-Line) Phrasing 


Man 


Contracting Chord Duration 


2. 30 minutes on exercise #2. 


1. 50 minutes on exercise #1 (in various keys). 


3. 10 minutes on the spirit and mood of the music. 


Contracting chord duration means the soloist contracts (shortens) the duration of a selected chord in a 
progression by 1 (or more) beats, thereby anticipating the change to the next chord. 


Rhythm section plays the original harmonic rhythm: 


G7 


Ld: IRON DO Ff ue 


CA7 


رم ےر ہر ہے 


MN 7 


CA7 


G7 is contracted by 4 beats. 


CA7 is anticipated by 4 beats. 


CA7 


S Ss ےر‎ ^n 


section IV 


Contracting chord duration will sound like over-the-bar-line phrasing if the melodic phrase ends with a 


sustained note during the anticipation. Therefore, the melody must continue to be active for a few beats or 
so while the anticipation is made. 


Example IV:6R 


G7alt. CAT CAT CA7 


Soloist y t J j—3 . z 


G7alt. G7alt. CA7 CA7 


original harmonic rhythm | 
627 کے‎ L4 7 LEER 


ses (GE gas کے‎ | 


* Melody continues to be active during anticipation of next chord 


G7 CA7 


original harmonic rhythm 


سے ہے ي و و oe zug‏ 


* Melody continues to be active during anticipation of next chord 


Example IV:8R 


A-7 (D7alt,) — D7 GA7 CA7 ( Fio) — Fhe (Locrian 49) 


i 
i 
. 
١ 
| 
۱ 
| 
i 
E 
i 
PEA E جج‎ EIS ۱ 
i 
f 
١ 
i 
i 
I 
i 
I 
| 


B7alt. E- (E79) c 9ع‎ A-7 D7 (GAD) 3 


کے سے ےت جب بر (Se‏ 


E GA7 (CA) <CA7  Fia (B7alt) + E- 


So Eee E ceu 


IMPORTANT! 


During the anticipation of achord, the (improvised) melody must clearly and obviously outline its chord sound. 
Arpeggiating the chord tones of the anticipated chord may accomplish this well, otherwise use available 
tensions (9ths, 11ths, 13ths). The proper result is achieved by featuring those notes which are foreign (or non- 


harmonic) to the original chord or chord scale. Often a triad arpeggio or pentatonic scale is effective, See 
previous examples IV:6, ۱۸/۱8۰ 


Section IV 


Contracting Chord Duration, Exercises #1-4 


1. Using the play/rest approach and a comping tape, improvise in tempo on any 2 or 4-chord pattern which 
creates harmonic contrast while contracting the 1st and 3rd chord by 2 beats or so (1.e., anticipating the 
2nd and 4th chord). Example (4-chord pattern): 


Example IV:9 
D-7 G7alt. (CA7) e CA7 A7alt. (D-7)= 
soos (Z SJ مرے‎ AS LSLS مر‎ SASS ALLS 
Repeat 
indefinitely 
D-7 G7alt. CA7 A7alt. 
Rhythm |. 
o MEAT PE TON € LO RE AO DN LE LOL RIN AREAS 
[Note: To make these exercises easier, play 2 bars then rest 2 bars throughout the solo. Reverse: Rest 2 
bars then play 2 bars, etc.] 
2. Repeat #1 above but contracting the 2nd and 4th chords by 2 beats or so (i.e., anticipating the 1st and 
3rd chord). 
Example IV:10 
D-7 ( G7alt.) — G7alt. CA7 ( A7alt. ) —A7alt. 
Soboit ||: caf SiS uf o 7 7 ہر‎ LF A HF ر ر‎ uw ر‎ 
Repeat 
indefinitely 
D-7 G7 alt. CA7 A 7 alt. 
Rhythm |. 
seco MERO RETO LO AE LL LULA uat o uf 
3. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while 
contracting chord duration of pre-selected chords. Add chord symbols of anticipated chords in 
parentheses to original chord sheet. 
[Note: Sometimes it is effective to entirely contract the duration of a chord, which is okay to do after you 
have first demonstrated an ability to play accurately and musically on the original chord progression.] 
Example 1۱۹ 1 PS 1 لون‎ E 


( A7alt. ) e AJat —— ( G7alt.) ے‎ Galt. CA7 
Soloist Ii SK سم‎ A نر‎ | SA LSS I 7 A SSSL SLLLS 


etc. 


CA7 A7alt. D-7 G7alt. CA7 
Dum M ر‎ Wat Ww utu yu IL ALDO NSD FF 


4. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while 
contracting chord duration at will. 


Example: Daily Practice Schedule, Contracting Chord Duration 
1. 15 minutes on exercise #1 (in various keys). 

2. 15 minutes on exercise #2 (in various keys). 

3. 10 minutes on exercise #3. 


4. 10 minutes on exercise #4. 


III 


S. 10 minutes on the spirit and mood of the music. 


elo San NE A 


Expanding Chord Duration 


Expanding chord duration means the soloist extends (lengthens) the duration of a selected chord in a 
progression by 1 (or more) beats into the next chord of the progression, thereby delaying the change to the 


next chord. 
Example IV:12 
Rhythm section plays the original harmonic rhythm: 
G7 G7 CA7 car 
LLL LO AA Go UEM OG Ge gr 
while soloist plays: وت ج1ت‎ Se 
G7 G7 G7 CA7 


EAS RL NAME LANA RADA uw. 


G7 is extended by 4 beats. CA7 is delayed by 4 beats. 


Normally, after an extension is played the (improvised) melody resolves immediately to the next chord, 
creating the desired effect of tension/release. 


Example IV:13R 


G7alt. (extends G7 y az G7alt EC 
Soloist = = | J 2m + 
H 
G7alt. 
original harmonic rhythm 
Rhyth 


ا 
Melody resolves to next chord immediately after extension is played‏ * 


Example IV:14R 


(FA7) (F4°7) (C7) 

۱ 87 D-7 
-— fe = 
$e tutte nf € eni 

(Db7) (C7) (F407) (G-7) 
Ab-7 Db7 G-7 C7 FA7 Fjo7 -7 
ertt ہے 5 ہے‎ ee Ete 
[E See EEG 
(G- 7) (C7) (D-7) (C-7) (€-7) (F7) 
7 A-7 D-7 C-7 F7 


ea 
YI 
E 
y 
e + 
Imi 1 
il 
رع‎ 
a 
a 
۱ 
|] ۱ 
all 
الللل»‎ 
H 
== 


IMPORTANT! 


During the extension of a chord, the (improvised) melody must clearly and obviously outline its chord sound. 
Arpeggiating the chord tones of the extended chord may accomplish this well, otherwise use available 
tensions (9ths, 11ths, 13ths). The proper result is achieved by featuring those notes which are foreign (or 


non-harmonic) to the original chord or chord scale. Often a triad arpeggio or pentatonic scale is effective. 
See previous examples: iV: 13, 4. 
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[Note: Sometimes an extension can continue for one or more measures, effectively cancelling out a chord 
(or chords) from the original progression. This is okay to do after you have first demonstrated an ability to play 
accurately and musically on the original chord progression] 


GA7) ML ( T" سس‎ y 


BA7 D7 GA7 Bly EbA7 A-7 D7 GA7 Bb7 EbA7 FH7 ۸7 F#7 
ZALLA LAA AAAA APP PAPA ےس ےس‎ DP AAD LAAL) 


Example IV:15 


T 


Expanding Chord Duration, Exercises #1-4 


1. Using the play/rest approach and a comping tape, improvise in tempo on any (2 or) 4-chord pattern while 
extending the 1st and 3rd chord by 2 beats or so (i.e. delaying the 2nd and 4th chord). Example (4-chord 
pattern): 


Example 1V:16 D-7 > (D-7) G7alt. CA7 > (CA7) ھ78٤‎ 
Soloist سے :ا‎ p SK 4 |S SS ر‎ |S لر کر لر ار ر ر‎ rn 


Repeat. 
indefinitely 


D-7 G7alt. CA7 A alt. 
Mem. tour TIANA PLS IST LL INL FOF 


(Note: To make these exercises easier, play 2 bars then rest 2 bars throughout the solo. Reverse: Rest 2 
bars then play 2 bars, etc.] 


2. Repeat #1 above but extending the 2nd and 4th chord by 2 beats or so (i.e., delaying the 1st and 3rd 
chord). 


Example IV:17 
(A7alt) D-7 G7alt. > (G7alt.) CA7 A7alt. > 


Soloist It KF AK KH SF |S LSS سے رر ہم سم بح ےر‎ 


Repeat 
indefinitely 


D-7 G7alt. CA7 A 7 alt. 
A Np pT LL SS SIA ALLIS 7 


3. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while 
expanding chord duration of pre-selected chords. Add chord symbols of extended chords in parentheses 
to original chord sheet. 


Example IV:18 fee 
(A7alt. > D-7) (G7alt.) 


A7alt. D-7 G7alt. CA7 A7alt.‏ ھ2 
V^^^ FUPINF A AIN O ANAL AAN LF 7‏ 


etc. 


4. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while 
| expanding chord duration at will. 


Example: Daily Practice Schedule, Expanding Chord Duration 


i 7 1. 15 minutes on exercise #1 (in various keys). 
و‎ 2. 15 minutes on exercise #2 (in various keys). 
i / 3. 10 minutes on exercise #3. 
/ 4. 10 minutes on exercise 24 
E 7 5. 10 minutes on the spirit and mood of the music. 
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Melodic Range 
The melodic range of a phrase or idea is the distance or interval from the lowest note in the phrase to the 
highest note. (MR = melodic range) 
Example IV:19 
D-7 G7 CA7 A7alt. 
| 
e 
i 5 - E o ا‎ zæ e 
ڪڪ‎ 
i j ۱ j a 


j 


MR = perfect 4th MR = -7th MR = -13th 


Playing phrases with different melodic ranges will help to create variety and interest in an improvised solo, 
and therefore is important to practice. Melodic range can be divided into two categories with different 
divisions of range in each. These categories are: 1) small and large, or 2) small, medium and large. 


Begin by assigning interval limits for each size within a specific category. 


a Small Large‏ ا 
within a perfect octave greater than a perfect octave‏ 
Small Medium Large‏ .2 
within a 6th between a 6th and a10th greater than a 10th‏ 


The assigned range limit can vary. It can also be considerd a “ball-park” figure, i.e. an approximation, when 
applied during exercises. For example, if the chosen interval limit for a small melodic range is "within a 6th", 
then each phrase using a small melodic range should be in the vicinity of a 6th interval or less. Pitchwise, the 
phrases can occur in any register on the instrument - low, middle or high. Rangewise, they must conform 
as closely as possible to the interval limits you select and assign. 


[Note: The low note and high note of a phrase may occur anywhere within the phrase. But sometimes it is 
effective to play the low note and high note early in the phrase to outline the limits of the melodic range right 
away, making it easier to play within them for the duration of the phrase.] 


Melodic Range, Exercises #1 and 2 


1. Practice becoming more aware of the melodic range of each idea or phrase you play in an improvised 
Solo. Use the play/rest approach to (1) mark the end of each idea with rest, and (2) allow time to asses 
the melodic.range of each idea after you've played it. Begin by assessing the range in general terms - as 
in small, medium and large. Then gradually try to be more specific - as in determining the actual interval 
of the range, e.g. major 9th, minor 7th, augmented 4th, etc. Practice using various harmonic settings, 
tempos, and modes of accompaniment. 


[Note: This exercise can be practiced while listening to recordings of improvised solos as well.] 


2. Select a harmonic setting, tempo and mode of accompaniment. Using the play/rest approach and the 
melodic range limits indicated above (or your own), improvise in the following ways throughout the solo: 
a) Each phrase uses small melodic range. 
Example !V:20R 
D-7 G7 s CA7 A7 
> = p N 1] ami 23 
I + ١ 1 »" I T 
ben کے‎ See ee ee ee ee کڪ‎ 
i ] 1 J Los ES! 
MR = 3rd MR = 6th MR = 6th 
; D-7 G7 CA7 A7 
f à r 1 i 1 s- © 1 
= Se ESA 
5 z Lø- 050 yy 7 | 7 — سح‎ A 
¡AR = ath ¡MR = 3rd SAR = 5th 
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1 m Section IV 


i Example IV:21R 
D-7 


b) Each phrase uses medium melodic range. 


G7 A7 
Hop ار‎ SSS ES a Ea 
I D-7 0 G7 b p CA7 i m 
= SS ee سے ہے سے‎ 
E Hi c) Each phrase uses large melodic range. v 


Example IV:22R 


es n= E ect j= 


MR = 11th MR = 14th 
| D-7 G7 CA7 A7 
=e ES + 
EX sr > aS 
E A == > = = ja 
1 j 1 j etc. 
MR = 11th MR = 12th 
i d) Rotate phrases: 1st phrase uses small melodic range, 2nd phrase uses large melodic range, etc. 
D-7 G7 CA7 A7 
== — 
1 
(01300 MR = 13th 
| D-7 G7 CA7 e A7 4 
جع کے‎ 2 ۱ 
ے ےہ ی ےا‎ EE 
1 L etc. 
MR = 3rd MR = 12th 


[Note: Remember to vary the phrase lengths and rhythmic density of the phrases as well. E.G., short, dense 
phrases with large melodic range; or long, sparse phrases with small melodic range, etc.] 


Example: Daily Practice Schedule, Melodic Range 
1. 20 minutes on exercise #1. 

2. 15 minutes on exercise #2a. 

3. 15 minutes on exercise #2b. 

4. 15 minutes on exercise #2c. 


5. 15 minutes on exercise 42d. 


RX CC Vr 


6. 10 minutes on the spirit and mood of the music. 
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Double Time 


Double time is a special effect which occurs when one or more players make the tempo sound twice as fast 
as the original tempo. The soloist usually initiates this by playing melodic phrases comprised of 16th note 
rhythms while the chords continue to pass at the original tempo. These rhythms should incorporate 
syncopation and anticipations as well to create forward motion in the melody line. 


Example IV:24R 


FA7 G-7 C7 7 Bb-7 Eb7 
A " 
== مم‎ a 
PAE sane E e ےم‎ uut F = 
é eut 2 6 t z == " ES ——. z4 * 95.5, 
A-7 Ab G-7 7 FA7 Ab-7 D»7 67 


E جعت وجح رود‎ ee 


As a special effect, double time should be used sparingly, at slow to medium tempos. However, at times the 
accompanying players will double the tempo with the soloist and the whole band will play the new tempo 
(twice as fast as the original) for a period of time while the chords continue to change at the original tempo. 
Returning to “normai” time (or the original tempo) is also initiated by the soloist, usually at a major subdivision 
in the song's form, e.g. the bridge (middle section). 


For our purposes, the accompanying players will remain playing at the original tempo while only the soloist 
plays double time. 


Practice the upcoming double time exercises where the original tempo is: «= 100 or higher. Use the following 
settings: 


1. a single pitch (note) and rhythm only (i.e. no melody or harmony) 
2. "free" melody and rhythm only (i.e. no harmonic restriction) 

3. a single chord, unlimited duration (modal style) 

4. a chord pattern (using an appropriate single pitch first) 

5. a tune progression (using an appropriate single pitch first) 


[Note: In the beginning, make the original tempo slow enough so that you can easily execute short phrases 
(3-6 notes or so) in double time. Gradually increase the original tempo and the lengths of the phrases as you 
practice. Remember to use rest or space after each idea. This will enable you to control your playing better] 


Double Time, Exercises 111-6 


After selecting an appropriate tempo, harmonic setting and mode of accompaniment, improvise using the 
play/rest approach and apply the following instructions throughout the solo: 


1. Each idea played in "normal"time (i.e. at original tempo, no double time). 
2. Each idea played in double time. 
3. Rotate phrases: 1st phrase in normal time, 2nd phrase in double time, etc. 


4. Each phrase begins in normal time, ends in double time. 


Example 7۶ء‎ 


FA7 G-7 C7 FA7 Bb-7 Eb7 
د ج‎ = 
| 7 e E NO = پچ‎ E 
Cer ere te rahe === AA ھی ہے‎ AAA 
ری جج‎ = ! Joe eg > هي‎ 5e bs 
e ~ Ld 2 يه‎ o . 
A-7 Ab7 G-7 C7 FA7 Ab- 7 07 GbA7 
= 
= e A m ; ye T 
& => صصص سكف‎ aa = caecum tio : 
e — کے‎ oe ے‎ DD 0 
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5. Each phrase begins in double time, ends in normal time. 
0 | Example IV:26R IV: | Example IV:26R 


G-7 C7 FA7 Bb-7 ; Eb7 
me 3 | 
rupe petiere pe 
= : 2 مه م جھ؟]‎ 
$ 52 vete * 2 N 
G-7 C7  FA7 Ab- 7 Db7 67 


ممع ges‏ ترج نب 


6. Use double time as a special effect at will throughout the solo. 
Example: Daily Practice Schedule - Double Time 
Using a single note, “free” melody, single chord, chord pattern or tune progression: 
1. 5 minutes on exercise #1. 
2. 10 minutes on exercise #2. 
3. 10 minutes on exercise #3. 
4. 10 minutes on exercise #4. 


5. 10 minutes on exercise #5. 


6. 10 minutes on exercise #6. 


WE 


7. 5 minutes on the spirit and mood of the music. 


Half Time 
Half time is a special effect which occurs when one or more players make the tempo sound half as fast as 
و‎ 


3: 
the original tempo. The solerst usually initiates this by playing 


o je d dd. AI rhythms E AE = 


while the chords continue to pass at the original tempo. Syncopation and anticipations can be incorporated 
to create forward motion in the melody line. 


Example IV:27R 


وم 3 da‏ >3— ہے ues $ A‏ ویج 
ور > ہج Se‏ ار ہے 
E i i r1 = i 2 = ba ie 2 1 | E‏ 
G-7 C7 FA7 Ab-7 Db7 GbA7 Ab- 7 Db7 GbA7‏ 
3 3 5+ : = و ہے وس 2-2 PRIN‏ بو i. Tua‏ 
e‏ ڪڪ ےد € 
1 سے ےت و سھ ہے کت ص جو 
١ e) 1 | 1 | d | | : |‏ 
B-7 E7 Bb- 7 A7 Ab7 7 7 A-7 D7 GA7‏ 
بك سين 5 ; —3 9 چو NM‏ ج pede o‏ 2 
T. i l 2 2‏ 
s 2c e PE‏ جس سیت ےج sas‏ »> — ووو 1 i‏ 1 
ڪڪ ڪڪ ع 


: + —— ec m ہت ہے‎ 
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As a special effect, half time should be used sparingly, at medium-fast to fast tempos. For our purposes, the 
accompanying players will remain playing at the original tempo while only the soloist plays half time. 


Practice the upcoming half time exercises where the original tempo is: «= 184 or higher. Use the followi 
settings: 


ng 
1. asingle pitch (note) and rhythm only (i.e. no melody or harmony) 

2. "free" melody and rhythm only (i.e. no harmonic restriction) 

3. a single chord, unlimited duration (modal style) ^ 

4. a chord pattern (using an appropriate single pitch first) 


5. a tune progression (using an appropriate single pitch first) 


[Note: In the beginning, make the original tempo fast enough so that you can easily execute phrases in half 
time. Using rest or space after each idea will enable you to control your playing better also.] 


Half Time, Exercises 41-6 


After selecting an appropriate tempo, harmonic setting and mode of accompaniment, improvise using the 
play/rest approach and apply the following instructions throughout the solo: 


1. Each idea played in "normal" time (i.e. at original tempo, no half time). 
2. Each idea played in half time. 
3. Rotate phrases: 1st phrase in normal time, 2nd phrase in half time, etc. 


4. Each phrase begins in normal time, ends in half time. 


Example IV:28R 


| 


e =200 FA7 G-7 C7 FA7 Bb-7 Eb7 A-7 Ab7 G-7 C7 
(Se eS 2 کہ ہے‎ = ppp 
! FA7 Ab-7 ٣٣آ‎ GbA7 Ab-7 Db7 7 B-7 E7 
ÇE eer "rer aai 2 qe LA 
Bb-7 A7 7 تا‎ | m A-7 i» | GA7 G-7 C7 


SS n SS 


1 


42200 7۶7 G-7 C7 FA7 Bb- 7 Eb7 A-7 Ab? 67 


C7 
5 Y ورام‎ : | H ہی‎ : e- 1 z N 
E ےڈ نے کے دج ےس ےس کے‎ eei 


5. Each phrase begins in half time, ends in normal time. 


FA7 Ab-7  Db7 GbA7 0 Db7 GbA7 B-7 E7 
y = La wb: U 1 3 rj 1 
سید کی‎ SS Meer he siae vie an aiu — 
Bb-7 A7 Ab- 7 Db7 GbA7 A-7 D7 GA7 
3 — L m — 
SS eee 
v Fer yea bw 2 = 2 AX E = "m oe ae 
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6. Use half time as a special effect at will throughout the solo. 

Example: Daily Practice Schedule - Half Time 
Using a single note, “free” melody, single chord, chord pattern or tune progression: 
1. 5 minutes on exercise #1. 
2. 10 minutes on exercise #2. 
3. 10 minutes on exercise #3. 
4. 10 minutes on exercise #4. 


5. 10 minutes on exercise #5. 


0 


. 10 minutes on exercise #6. 


٭ سستیسٹششششسسشسسشسسشسسسنیفد 


7.5 minutes on the spirit and mood of the music. 


Peak Points 


An improvised solo will often start out at a low level of intensity (i.e. low volume, less activity, more space, 
etc.) and build more or less gradually toward higher levels. Although other approaches are certainly possible 
to begin a solo, this is a popular one because it enables the soloist to control and develop the direction of 
the solo from the beginning, under more relaxed, less demanding conditions. 


As the solo builds in intensity toward and throughout each peak section, the soloist and accompanying 
players get energy from the excitement created. Ideally, this energy is used to maintain a cool, relaxed state 
of mind (similar to how air conditioning works!) and to keep the music under constant intuitive control. 


The peak points in a solo can vary in quantity (from one to several) and degree of intensity (from mild to 
strong). Once reached, they may be sustained for various lengths of time also, e.g. a few beats, several 
measures, a full chorus, the remainder of the solo. Sustaining highly intense peak points for long periods of 
time requires considerable instrumental control and endurance by the soloist as well as proper support from 
the accompanying players. 


During highly intense peak periods, the accompanying players must stoke or fan the intensity level of the 
music so that it doesn’t drop, especially when the soloist pauses for a breath or rest or to create space in the 
melody line. Space isimportant during building periods anapeak periods of the solo for musical reasons, and, 
in the case of certain instruments (e. g. trumpet and trombone etc.), for endurance reasons as well. 


The soloist's responsibility is to cue or signal the accompanying players to sustain the peak section. This is 
achieved primarily through consistently loud or strong playing by the soloist (matched by the accompanying 
players) but not necessarily through constant playing - unless that is the soloist's desire. 


To signal the end of a peak section, the soloist decreases the volume (and perhaps the activity) of his/her 
playing and maintains it at a lower level. The accompanying players follow the soloists's lead, and generally 
do not initiate changes in the intensity level unless the soloist is incapable of doing so. Accompanying players 
maintain the present level until cued or signalled by the soloist to change. 


Shorter, less intense peak periods are more often executed by the soloist alone. However, experienced, alert 
accompanying players will sometimes support them as well, depending on how long the peaks last or how 
obvious the build-up is which leads to them, etc. 


The following exercises are best practiced with at least one accompanying player (e.g. piano, quitar, vibes, 
bass, drums) and preferably more, but may also be practiced with comping tapes or a metronome only, or 
no accompaniment. 
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Example IV:30 


Example 71 


Example IV:32 


Example ع‎ 3 


yea reci g كن‎ Eh 


Peak Points, Exercises #1-4 


Select a harmonic setting, tempo and mode of accompaniment. Improvise using the play/rest approach in 
the following ways: 


1. Begin the solo at a low level of intensity (low volume, less activity). Gradually build the intensity over a 


period of one minute or so toward a strong peak. Sustain the peak period for another 2 minutes or so 
by playing at a loud volume. Use long and frequent periods of space (or rest) during the peak section to 
give accompanying player(s) opportunities to practice supporting and sustaining the intensity level 
without the soloist. End the solo at a high level of intensity. (See example of.intensity curve below.) 


High 


Low 
Time in 


i i 2. 3 4 
RUE Begin solo End solo 


q 


2. Begin the solo at a low level of intensity. Gradually build the intensity over a period of 20-30 seconds or 


so toward a strong (or mild) peak. Sustain the peak for a short period of time (10-20 seconds or so). 
Gradually taper-off the intensity level for 20-30 seconds, returning to more or less the original starting 
level. Repeat this procedure several times throughout the solo, ending at a low level of intensity. (See 
example of intensity curve below.) 


High 


Low 
Time in 


1 2 3 4 6 
minutes Begin solo End solo 


+ + + $ 


ua 


3. Begin the solo at a high level of intensity, ¡.e. with a peak. Sustain the peak throughout the entire solo 


by playing at a loud volume, using long and frequent periods of space. End the solo at a high level of 
intensity. (See example of intensity curve below.) 


High —y 


Low 
Time in 

D ..X minutes X 
minutes g legin solo End solo 


. Begin the solo at a higlrlevel of intensity, i.e. with a peak. Sustain the peak over a period of two minutes 
or so by playing at a loud volume, using long and frequent periods of space. Gradually taper-off the 
intensity level over a perod of two minutes or so. End the solo at a low level of intensity. (See example 
of intensity curve below.) 


High 


Low 
Time in - 
minutes 


us * 


0 5 
Begin solo End solo 


Example: Daily Practice Schedule - Peak Points 


1 
2 
3 


1 
4 


ESO: 


un 


. 20 minutes on exercise #1. 
. 20 minutes on exercise #2. 


. 20 minutes on exercise #3. 


4. 20 minutes on exercise #4. 


. 10 minutes on the spirit and mood of the music. 


Examples IV:34 


Section IV 


Solo Lengths 


From a macroscopic point of view (overall view), an improvised solo should deliver a musical message or 
statement with a sense of completeness to it - that is, with a beginning, middle and end. The length or 
duration of the solo will obviously influence ¡ts structure and development in this regard. 


With short solos (generally less than one minute) the challenge is to achieve this completeness in a relatively 
small amount of time, similar to the way the plot of a short story unfolds and concludes. Each solo's ending 


should be clear, obvious and musical. " 


Longer solos require a different timing or pacing of ideas, more like a novel than a short story. The challenge 
isto achieve a sense of completeness while pursuing many different directions and/or developments of ideas 
without losing the general continuity of the solo. Each solo's ending should be clear, obvious and musical. 


The different directions pursued in a short or long solo might include some of the following: loud and soft 
playing; dense and sparse playing; motif development and through-composed (no development, contrasting 
ideas); long phrases and short phrases; strong rhythmic definition and floating time; wide melodic intervals 
and stepwise motion, etc. 


Both short and long solos can be practiced by predetermining the amount of time (and/or choruses) each 
solo will last. The intensity or dynamic curve of the solo as well as specific topics (see above) can be 
predetermined to guide the solo's development. 


Short Solo 

High po 
(Intensity) 

Low 

Time in RS : 

10 20 30 40 50 50 

seconds Begin solo End solo 

Long Solo 

High " P 
(Intensity) LP 

" m un 

Time in 5 6 e 8 

0 1 2 3 4 7 
minutes, Begin solo End solo 


[Note: A timer-clock is helpful for practicing various solo lengths, especially when using a single chord, chord 
pattern or “free” playing.] 


Solo Lengths, Exercises #1-3 


After selecting a harmonic setting, tempo, and mode of accompaniment, improvise using the play/rest 
approach in the following ways: 


1. Play short solos ranging from 30 to 45 seconds in duration each. Concentrate on achieving a sense of 
completeness by featuring one pair of musical opposites throughout each solo, e. g. loud and soft playing 
or long and short phrases etc. End each solo clearly, obviously and musically. 


2. Play longer solos ranging from 1 to 3 minutes in duration each. Concentrate on achieving a sense of 
completeness by featuring two or three pairs of musical opposites during each solo. End each solo clearly, 
obviously and musically. 


3. Play extended solos ranging from 4 to 8 minutes in duration each. Concentrate on achieving a sense of 
completeness by featuring several pairs of musical opposites during each solo. End each solo clearly, 
obviously and musicaily. 
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Example: Daily Practice Schedule - Solo Lengths 
1. 20 minutes on exercise #1 
2. 20 minutes on exercise #2. 


3. 20 minutes on exercise #3. 


IIT 


4. 10 minutes on the spirit and mood of the music. 
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Non-Harmonic Triads 


Example V:1R 


A non-harmonic triad is any (major) triad which contains at least one note that is non-harmonic to the chord 
or chord scale of the moment. (See material on Non-Harmonic Melody Notes in Section 1.) For example, the 
non-harmonic major triads for the CA7 chord are: Db, EF, E, E Gb, Ab, A, B and B. 


Sustaining or arpeggiating non-harmonic major triads over chords in an improvised solo creates a bitonal 
effect (two tonal areas occurring simultaneously), i.e. of playing "outside" the original or intended chord. 
This has rather recently become a popular special effect among more modern or contemporary improvisors. 


Minor and augmented triads can be used too, but major triads are preferable due to their relative brightness 
and familiarity, and also because they clearly identify a distinct tonal area. 


tt is, of course, important to first learn to improvise tonally, or “inside” a chord before attempting to play 
"outside" the chord. In fact, playing outside a particular chord simply means playing inside an alternate one, 
e.g. the soloist plays inside the B major chord while a CA7 chord is sounded. To do this consciously requires 
considerable musical and instrumental ability. Therefore, being capable of strong inside playing will make 
your outside playing strong also, since outside playing is actually inside playing on another chord! 


Remember that outside playing is a special effect, and as such itis best used sparingly with the utmost concern 
for musicality, and only when it is stylistically appropriate. 
There are six major concerns regarding outside playing using non-harmonic major triads. They are: 

1. Knowing when and where in the chord progression it is feasible and will sound appropriate; 


2. Selecting a major triad which creates an appealing non-harmonic sound in relation to the original chords 
and harmonic context; 


3. Playing extremely inside (or tonally) on the outside chord (non-harmonic triad), with confidence and 
conviction, to clearly establish a bitonal effect; 


4. Regulating how much and how often outside playing is used throughout a solo; 
5. Executing the melodic movement from inside to outside and back again to inside within a single melodic 
phrase. 
6. Playing inside the intended chords first, then using outside playing as a special effect. 
[Note: After acquiring some ability with the above, it is not always necessary to resolve outside playing to 
inside within the same phrase. For example, the endofa phrase (or an entire phrase) may be played outside 
the chords, without resolving to the original chords until the next phrase begins. ] 


Regarding concern #1 above 


The easiest and best situation in which to begin applying outside playing using non-harmonic major triads 
is with a single familiar chord of unlimited duration, or with a few chords of extended duration, i.e. modal 
progressions. This provides a greater amount of time for the soloist to (1) melodically indentify the original 
or intended chord sound, (2) introduce the selected non-harmonic triad using arpeggios, and (3) resolve to 
the original chord before (or as) it changes to the next chord in the progression. 

[Note: The accompaniment must play the original or intended chords while only the soloist plays outside.] 


D-7 dorian 
— pee ! 5 | لم‎ l | 
Ca c oe ee ےد کے‎ TEE 
y Toce سر تج رت ي‎ ts wee | 
e -—7 , 
using E non-harmonic trad 

١ Eb-7 dorian 
$3 1 = Hm gg ee ا‎ | 
ھا‎ e : — A 
s = ھے‎ bo yi” "E fw tø E 


using D non-narmonic triad 
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Example V:2R 


Another harmonic setting where non-harmonic major triads can be used is during a key-area progression 
which lasts for 2 bars (and preferably longer), such as: 


dM i7 | v7 ll 
٣۳7 |v7 [A7 | z l or 

۱٢٣٢۴7۷7 ٠۸7 li 
liaz V7 l7 | v7 ll عه‎ Ihaz جراجب‎ v7 Hl 


Other harmonic settings would include basic blues progressions, any "A" section of tunes based on the “I've 
Got Rhythm” chord progressions using AABA form, and even some chord cambinations resulting in a 
modulation or a change of key area. 


IMPORTANT: With the above mentioned key-area progressions, the selection of the non-harmonic triads can 
be based on the key-area itself rather than on each individual chord of the key-area progression. The triad 
selected need not be non-harmonic to each chord in the key area progression. 


[Note: Play the chord progressions in the following examples several times without the written melody to first 
establish the sound of the intended key-area, then add the written melody] 


Db triad, bilin C 


[ 
CA7 A7 


D-7 G7 CA7 A7 


bo 


Db 
B triad, Vil in C Gb triad, bV in C 
CAT 7ھ‎ D-7 G7 | CA7 A7 D-7 G7 
- لي سے‎ ES be be 2 [SSS 
f e oo i 0 e 1 2 1 | H 
6 Set ۳ petet a AE 
Sa 
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Abtriad, ۱۷۱ in C E triad, Ill in C 
D-7 G7 a G7 1 | 
Y N be = = z , 
xe 1 =n Te 2 a + e = + z a ie f $ ctr 1 
triad, bilin C B triad, Vil in C 
D-7 3 67 7 G7 (D-7 


triti. 


¡48 


- 
: | | 
$ nan te ا‎ 


| ہے 
ja‏ + == 


etc. 


REMEMBER: Outside playing is most convincing and effective when used after demonstrating the ability to 
play inside the intended chords. This also allows the sound of the original chords to become established in 
the listener's ears before the special effects begin, which helps the soloist gain credibility. 


Regarding Concern #2 (on page 147) 


Selecting an appealing non-harmonic major triad is primarily a matter of personal taste, but also depends 
on your ability to make it work, ¡.e. to execute it musically on your instrument. 


Non-harmonic major triads which contain one or two guide tones or a colorful allowable tension of the 
original chord are sometimes good to begin with since they often sound less outside than others. Some 
examples are: 
E NAT 
CA7 


A NHT 
CA7 


B NHT D NHT G NHT B NHT etc. 
CA7 C-7 C-7 C-7 
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aem mENE ہیی‎ D o mmm 
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Example: Daily Practice Schedule - Non-Harmonic Triads 
1. 15 minutes on exercise #1. 
2. 15 minutes on exercise #2. 
3. 15 minutes on exercise #3. 
4. 15 minutes on exercise #4. 


5. 20 minutes on exercise #5. 


REST{Tt {CS AAAAAL 


6. 10 minutes on the spirit and mood of the music. 


Triad Couplings 
Major triads can also be applied melodically in the form of “couplings” to chords of extended duration and 
key-area progressions. A triad coupling is simply a combination of 2 different major triads, applied using 


arpeggios. Examples are: C major and Db major, C major and D major, C and Er, C and E, C and E © and Gr, 
C and G, C and Ab, C and A, C and Bb, C and B. 


Once all major triads have been practiced and learned individually, they may then be coupled and practiced 
in a rotating sequence with an assigned duration of 2 or more beats each, or with "free" duration. Practice 
the triad couplings using the play/rest approach and (primarily) 8th notes. Incorporate all the notes of each 
triad in the coupling as often as possible. Gradually work into syncopated rhythms, triplets, faster tempos, 
etc. 


Example V:5R 


6 Db 6 Db 6 Db 6 


etc. 


A 
‘| 
E 
٦ 


1 کے کی می ہس فم تح می می St‏ ایی ہے بب اہ شی کے کس ہے ویک تہ sas‏ كيد بطر TOLA UO‏ 


etc. 


atc. 
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Applying Triad Couplings 
When a triad coupling (2 major triads) is applied to a single chord or key-area, each triad will have a 


relationship to that chord or key-area, and will function as either (1) a lower structure triad, (2) an upper 
structure triad, or (3) a non-harmonic triad. 


The relationship of a major triad coupling to a given chord or key area will always produce one of the following 
combinations: 


1. 1 lower structure triad and 1 upper structure triad 
2. 1 lower structure triad and 1 non-harmonic triad 

3. 1 upper structure triad and 1 non-harmonic triad 

4. 2 upper structure triads 


5. 2 non-harmonic triads 


Examples: 
‘Major triads couple ious intervals __ Chord applied to | Relationship of triads d 
| 1. € major/D major (major 2nd) CA7 C = lower structure triad 
- upper structure triad 
, 2. C/D (minor 2nd) C7 C = lower structure triad | 
| D = non-harmonic triad 
| 3. C/G’ (augmented 4th) D-7 C = upper structure triad 
| | | Gb = non-harmonic triad 
4. C/E} (minor 3rd) | Eo7 C = upper structure triad 
| E^ = upper structure triad 
¡5. C/F (perfect 4th) Ab-7»5 C = non-harmonic triad | 
| ١ F = non-harmonic triad | 
e م‎ EA 
[Note: Triad couplings using 1 or 2 non-harmonic triads are the most difficult to apply musically, but can also 


create interesting and dramatic tonal effects. Use them sparingly on single chords of extended duration for 
the best results. Then try applying them to key-area progressions. ] 


Recommendations: Triad Couplings ~ 
1. Work with couplings using major triads only at first, then try minor and augmented triads. 


2. Select one interval (e.g. a major 2nd) and practice all the major triad couplings connected by that interval 
alone before trying other intervals. Examples using a major 2nd interval are: 


C/D, D/E, E/F#, GA, Ab/Bb, BIC, B/C}, Db/Eb, ۴ F/G, G/A, A/B. 


3. Apply triad couplings to single chords of extended duration first (modal progressions), then try key-area 
progressions. Example V:6R: See Page 153. 


4. Select couplings which create lower and/or upper structure triads only at first, then try incorporating non- 
harmonic triads. Example V:6R: See Page 153. 


>. Try to use all the notes of each triad in the coupling in order to clearly establish the triad's tonality. 


6. Try to complete at least one (and prefereably more) rotation of each triad coupling used within a single 
phrase. Example V:6R: See Page 153. 
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Example V:6R 


| ر‎ EE Sees 
1 SS SSS a= 
i es — cC z5 zd 


F7 BbA7 G7 


سے سے ہے SS‏ ر ج | 
١ l !‏ 


F7 BbA7 


Se SSS | 


1 


{c= کے چ‎ eee 


D/ 


Section V 


Triad Couplings, Exercises #1-3 


1. Select a chord type (e.g. major 7 chord) and prepare a comping tape of this chord type in several (all) keys, 
a few minutes in each key, in tempo. Select one or more triad couplings to apply while soloing. Use the 
play/rest approach. 


[Note: Practice the same chord type for at least one week, applying triad couplings which use the same 
interval connection, e.g. a major 2nd.] 


2. Repeat exercise #1 using a key-area chord progression, e.g. 


il-7 V7 47 
[GF FTAA PPL Fi 


3. Select a tune progression containing chords of extended duration and key-area progressions. Assign triad 
couplings to extended chords and/or key-area progressions to apply at will while soloing. Use the play/ 
rest approach and a comping tape. 


IMPORTANT: It isn't necessary to play every assigned triad coupling in each chorus of the solo. Vary the 
ones used. ( X = triad coupling omitted) 


Example V:7R 


CA7 CE7 
E AA — 
óc کڪ = == سے م۴ ہے ہے‎ 
۱ G/A | -X D/Ab 

D7 DbA7 CA7 F7 E-7 A7 
: e je c= qe ] ۱ f 
سس‎ A ہت‎ 

ٰ F/B -X D/E 

D-7 G7 CA7 G-7 F4-7 


Db/F B/E 
F-7 ad ۱ is EbA7 D-7 G7 
£f سے‎ 
وا برع وچ‎ So 
—_ | Ux سے‎ 
27 EE 
CA7 er) 
17 م " " م م‎ ~ | ~ | 
6 SSS = SS at 
یح‎ E/FE c G/Bb 
D7 DbA7 CA7 F7  E-7 A7 
بم م سے‎ — 
y — ae = — zuo و‎ A 
6 1 = je hd Zien GE 2 9 i. ba = : £ = je-* be 5 2 
8+ ا‎ AA 
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D-7 D-/C 89 E7 A- A-/G Fio B7 
25 msn ou RET 
a ; Í 17 e e ee — 
w- s 2 EE EFE = کے ہے‎ ba 
2 2 -; = 1 wi 2 
كك‎ $ nn NEN o . 2 j 7 
bad J L X 
F/C Db/D 
E-7 A7 D-7 STE , 07 CA7 
29 
= e ۱ bw y) eve y ba e-—- | 
$ ee = be 
GS کے حم كك‎ 
LX i له‎ ۱ etc. 
B/D Db/Eb 
Example: Daily Practice Schedule - Triad Couplings 
2 1. 30 minutes soloing in tempo on individual major triads and major triad couplings. (See example ۷5 on 
2 age 151.) 
7 pag : 
Z $ . 
Z 2. 15 minutes on exercise #1. 
7% 
7 3. 15 minutes on exercise #2. 
Z 
Z 
7 4. 15 minutes on exercise #3. 
Y 
پر‎ t 7 : 
% 5. 10 minutes on the spirit and mood of the music. 
Non-Harmonic Pentatonic Scales (NHPT) 
Pentatonic scales, like triads, can be used as tonal (harmonic) and non-tonal (non-harmonic) sources to derive 
melody for improvisation. 
A non-harmonic pentatonic scale is a 5-note major pentatonic scale - i.e. 1, 2, 3, 5,6 of amajor scale - where 
at least one note is non-harmonic to the chord or chord scale to which it is applied, e.g. E pentatonic scale 
on CA7. The notes of the E pentatonic scale which are non-harmonic to CA7 are G? and C?. 
Example V:8 


CA7 E pentatonic scale 


E- === => ie 


Cc; 


non-harmonic to CA7 
D pentatonic scale 


" 
E 


FE = e " = 


de +H 


non-harmonic to C-7 


Musical considerations regarding the application of non-harmonic pentatonics to chords are similar to those 
of non-harmonic triads, such as: (1) resolving from non-harmonic melody to harmonic melody within a phrase, 
(2) knowing where and when the non-harmonic activity is appropriate to use or easy to execute effectively, 
(3) regulating how often and how long non-harmonic activity is used in a solo, (4) using non-harmonic activity 
only when it is stylistically appropriate, (5) playing tonally (or "inside") on the non-harmonic pentatonic scale, 
(6) playing inside the intended chords first, then using non-harmonic or outside playing as a special effect. 


Non-harmonic pentatonic scales may be applied to individual chords of extended duration and key-area 
chord patterns such as: Il 1-7 ۱۷7 lorllia7 vi-711-7 V7 || etc., and even some chord combinations resulting 
in a modulation or change of key area. Selection of a non-harmonic pentatonic scale for a chord pattern is 
based on the key-area outlined by the pattern. The selected non-harmonic pentatonic scale does not have 
to be non-harmonic to each chord in the chord pattern. 


With non-harmonic pentatonic scales, all or a significant amount of scale notes should be used in the 
application in order to clearly define the non-harmonic relationship between the intended chord or key-area 
and the non-harmonic pentatonic scale. 


ECON سی‎ 
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Note: Due to the large quantity of available non-harmonic pentatonic scales, it is appropriate to try them 
all on isolated chords first and then select one or two “favorites” per chord type to practice and apply] 


0 ChordType a | Chord Scale ` ےت نت‎ 'Non-Harmonic Pentatonic Scales, 
1. Major 7/Major 6 lonian PAL, 5100, Hl, PV, ۲۷۱ VI, VII 
Lydian 


2. Dominant 7 sus 4 


Mixolydian sus 4 


| Hil, 11, 5100, M, PV PVI, VI, VII 
AL. 


3. Dominant 7 


| 


Minor/Major 7 


Harmonic Minor 


Mixolydian bil ill I, PV, BVI, VI, VI 
Lydian -7 
Altered ١ bil, Hl, ll, V, VE 
W2,1 ۰۰۰۰07 | 
“Whole Tone 0 all 0 
Mixolydian -9, -13 bil, Il, IH, V, VI (same as altered) 
4 Minor 6, Minor/Major? Melodic Minor (ascending) |, PI, Ii, 10, PV, V, VI, VII 1 | 


same as minor 6 


5. Minor 7 Dorian 
l 
Aeolian 
Phrygian 
6. Minor 5 Locrian Il, ۱۱۱,۱۷, V, VI, ۲۷۱۱,۱۷ 
Locrian #9 
(uw UE SN ee اچ جج شش رش ہی چو‎ 
7. Diminished 7 1, 1/2 ١ all 
8. Augmented/Major 7 Lydian/Augmented (melodic min.) | bill, IIl, bV, VI, Vil 


| lonian/Augmented (harm. min.) 


Before practicing the following exercises on non-harmonic pentatonic scales, review the section on 
(harmonic) pentatonic scales in Section Ill, particularly the preparation exercises on page 111-112. 


Non-Harmonic Pentatonic Scales, Exercises 411-5 


Select harmonic setting afd tempo. Assign non-hármonic pentatonic scales to the original chord(s), writing 
them above the chords or key-areas to which they apply. (See example on Page 157.) Using the play/rest 
approach and a comping'tape, improvise in the follow ways throughout the solo: 


= 


. Begin each phrase using harmonic activity, continue the phrase using the selected non-harmonic 


pentatonic scale, end each phrase using harmonic activity. Rest. Repeat. 


See Example V:9, Page 157, bars 1-2, 7-8, 31-33. 


2. Begin each phrase using harmonic activity, end each phrase using the selected non-harmonic pentatonic 


scale. 


See Example V:9, Page 157, bars 10-12, 14-16. 


3. Begin each phrase using the selected non-harmonic pentatonic scale, end each phrase using harmonic 


activity. 


See Example V:9, Page 157, bars 18-20, 21-24. 


4. Rotate phrases: One phrase using harmonic activity, the next phrase using a non-harmonic pentatonic 
scale. Repeat throughout solo. 


See example of a phrase using non-harmonic activity only: Example V:9, Page 157, bars 25-30. 


5. Use non-harmonic pentatonics at will, with or without resolving to harmonic activity. 


C (NHPT) 
Ü ۳ 7ھ‎ 07 
5 3 : | | 3 2 = ==, 
E == ELLE = 
C (NHPT) 
| EbA7 y im CP a ١ 
p SSS عد و عد ب‎ 
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F7 F-7 2o | 
Se EIU EP RUE 
G-7 FR-7 E rem Bb7 
I " $ 
Ge ت‎ | 
i ae G (NHPT) i 
EbA7 A-7 D7 
= ABE 
١ ue "T A (NHPT) : | 7 
0 ' EbA7 E C7 
E SS ege 
i i ۱ " = END 
^ae - — I 
D (NHPT) E (NHPT) 
y b-7 Db7 EbA7 Bb7 EDA7 
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Example: Daily Practice Schedule - Non-Harmonic Pentatonic Scales 


1. 15 minutes on exercise 41. 


. 15 min 
. 15 min 
.15min 


5. 20 min 


NIY 


. 10 min 


utes on exerc 


utes on exerc 


utes on exerc 
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ise 42. 
ise 43. 
ise #4. 


se #5. 


utes on the spirit and mood of the music. 
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Non-Harmonic Major Scales‏ 
Like triads and pentatonic scales, major scales can be used as harmonic or non-harmonic sources to derive‏ 
melody in an improvised solo.‏ 
A non-harmonic major scale is one which contains one or more notes which are non-harmonic and‏ 
unconventional to the chord or key-area to which it is applied. E.G., the D major scale on a CA7 chord.‏ 
Example V:10‏ 


a CA7 D major scale 


€» 
5 S 0 | 
O 
$ icd NHT 


لح 


b C-7 A major scale 
6 E = = je o si q j 
| l NHT 
c C7 Gb major scale 


QS SSS 


Major scales which contain one non-harmonic tone but also form a conventional mode or chord scale on 
the chord (or key-area) to which it is applied would be considered harmonic major scales, as opposed to non- 
harmonic. Examples would include: The C major scale on the CA7 chord, forming the C lonian mode which 
contains one note (F) which is non-harmonic to the CA7 chord; the C major scale on the Bg chord, forming 
the B Locrian mode which contains one note (C) which is non-harmonic to the Bø chord. 


Apply the considerations, exercises and practice schedule for non-harmonic triads and pentatonics with non- 
harmonic major scales. 


[Note: Non-harmonic major scales are most effective on single chords or key-area progressions of extended 
duration. ] 


Example V:11R 
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Ab major scale 
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Db major scale 
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Bb major scale 
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E major scale 
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Non-Harmonic Symmetrical Scales 


The three most common symmetrical scales used to derive melody on chords are: 


E Example V:12 


ES 

یج 
زه eo‏ 
poe‏ 


1. Whole step, half step: Root, 1, 1/2, 1, 1/2, 1, 4/2, 7, 1/2. There are 3 scales possible. 
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© 
1 


12 o 9 


Each whole step/half step scale produces 4 major triads which can be used alone or in couplings: II, IV, 
eVI, VII. 


2. Whole tone: Root, 1, 1, 1, 1, 1, 1. There are 2 scales possible. 


Example V:13 
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Each whole tone scale produces 2 augmented triads which can be used alone or in a coupling: i+, I+. 
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3. -3, -2: Root, -3, -2, -3, -2, -3, -2. There are 4 scales possible. 
Example V:14 
1 2 
1 1 ] 
O 1 o be 
= bo— to to S 
3 -2 -3 -2 -3 -2 
3 4 
4. 
I e o bo 
o pe io : a 5e qo 1 
Each -3, -2 scale produces 3 major triads which can be used alone or in couplings: |, Hl, VI. 
Like major scales, symmetrical scales can be used as harmonic or non-harmonic sources of melody on chords 
or key-area progressions of extended duration. 
A non-harmonic symmetrical scale must contain at least one note (usually more) which is non-harmonic to 
the chord or key-area to which it is applied. 
Examples include the following on Pages 160 and 161. (NHT means non-harmonic tone.) 
Example V:15 
(1, 1/2) Triads: D, F A», B D(1, 1/2) Triads: Eb, Gb, A, C D (1, 1/2) Triads: E, G, Br, Db 
TO 
dE حهوى-‎ — = ve peo Em Es =5 8 NET 
b CA7 C (1, 1) Triads: C+, D+ Db(1,1) Triads: D+, جاع‎ 
= a be == z 3 o e E 
© o ecce a be e 
NHT 
(3, -2) Triads: C, E, Ab Db(-3, -2) Triads: Db, F, A 
] 
== ڪڪ ڪڪ‎ 
3 سی‎ e LARA 
NHT 
D (3, -2) Triads: D, Gh, Bb E*(-3, -2) Triads: Eb, G, B 
Pes. <> H 
= ===> 
A ===. fe i 
BUT NHT 
Example V:16 
rs triads as above) 
a (1, 1/2) D(1, 1/2) D (1, 1/2) 
e o bo oO € l Ic 
۱ NHT 
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Example V:17 
(Same triads as above} 


C (1, 1/2) b(1, 1/2) D (1, 1/2) 
1 1 
* l 1 EA AA 
T 


(no NHT) NHT 


D (-3, -2) Eb(-3, -2) 


= ے‎ SS ڪڪ ڪڪ ڪڪ‎ —À 


NHT 
Example V:18 
E triads as above) 
C (1, 1/2) Db(1, 1/2) D (1, 1/2) 
= l ES 
i ba وى‎ >= pa ہس ي‎ 
NHT 
b Ca Cd, 1) Db(1, 1) 
ba d 2 1i 
OE = o ہے‎ to ET be کو‎ — X - 5 T : 
NHT l NHT 
Cg C63, -2) Db(-3, -2) 


H 
| چپ چ‎ 
l at ہہ یچ‎ 
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m 65 
po- i-e i peo qe 1 
és x 7 = NHT Epe : | 


NHT 


Apply the considerations, exercises and practice schedule for non-harmonic triads and pentatonics with non- 


harmonic symmetrical scales, 
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Example V:19R 
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Chromatic Scale 


The chromatic scale is constructed by using consecutive 1/2 steps (or minor 2nd intervals) from the root to 
the octave. Since it therefore contains all 12 tones found within the octave, it can be used as a source to derive 
melody on any chord. Some notes of the scale will be harmonic and some will be non-harmonic depending 
on the particular chord to which it is applied. 


Example V:20 


au ACAD 
ڪي ڪڪ > ج ج ي‎ 


NHT 


li 


C7 
ڇڪ => سے کہ ہے‎ 


NHT 


CS7 


ڪڪ ڪڪ ڪڪ ہے 


| b 


d, | €2 
وا‎ o e ope p a 
en. 7 
Se 


improvising with [predominantly] chromatic movement in the melody is an extremely worthwhile approach 
to explore. Initially it may tend to sound mechanical or “exercise-ish”, but with practice it will become more 
musical and very useful. 


Use the following scale patterns as preparation exercises for soloing with [predominantly] chromatic motion 
in the melody. Each pattern can be played on each note of the chromatic scale, ascending or descending one 
or two octaves, using quarter notes, eighth notes, or triplets, at various tempos, with or without metronome 
accompaniment, etc. 
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Chromatic Scale Patterns, Exercises #1-30 
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* shes . تا ہا تر لی‎ abal e. 
22 Start on Dror B also -r —— 
se.” : ja. =i + ves 
23 Start on D*or B also 
=== 
| EE SS > 
ig z je ے هيج‎ © te و‎ 3 sbs 
24 Start on Dror B also 
2 ET z ge * | z . be whe ےس سس‎ A 
- fe 2 . je : ہے کے ےہ‎ yr : 
25, Start on Dror B also 26 Start on Dor B also سم‎ 
— mE po IE z- - 9s 
i ie 1 = IUE 2 : 
27 Start on Dbor B also 2 Start on Dbor B also 
6 3 = A = 2 PETI > جع‎ 2 : = TET 
oe . jo > Pi je - 
29 Start on Dbor B also 55 Start on Dor B also 
$ | ===> pe چ‎ 
* hd 2 qe e 2 je e 
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Soloing With Predominantly Chromatic Movement, Exercises #1-4 


[Note: “Predominantly” chromatic movement means intervals other than a minor 2nd (1/2 step) may be used 


in the melody, but the focus should be on chromatics.] 


1. Using the play/rest approach and a comping tape, improvise in tempo on a single chord using the 
chromatic scale with the focus on 1/2 step movement in the melody. Resolve non-harmonic tones directly 


or indirectly by 1/2 step. 


Section V 


[Note: When applied to a dominant 7th chord consisting of the root plus the 3rd and 7th (i.e., the guide 
tones), the chromatic scale yields only 2 non-harmonic tones: the perfect 4th and the major 7th. Therefore 
begin by applying the above exercise to individual dominant 7th chords eventually covering all keys. After 
practicing dominant 7th chords, apply the exercise to individual major 7th chords, minor 7th chords, 
minor 7^5 chords and diminished 7th chords. ] 


Example V:21R 


C7 (Using the chromatic scale) 


a FEZ 


Comping tape C7 
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CA7 
سس سم‎ EEE ae lo ص‎ RA 
ہے جح‎ UP سک‎ ctae کچ ھت کت‎ 
CA7 
- . نے‎ ehe بے جج ہے‎ 
i SES tt == | LICCI - 
E 


ا صحججےچ چس 


dette 


-7 


^ 


$t Se tEERE 


Example V:24R 


eae tle 
وت‎ > E == 


be a عع ب‎ 


Cg 


2 
سے 


Example V:25R 
0 


uM tgp س‎ ees eee 


و ہے م رر bea eee‏ 


te 


5 C97 
= SS A 


2. Apply exercise #1 to chord patterns, such as ۱۱۷7 1147 || or || 1-71 v7 1147 | x IL 


Example V:26R 


— pe 
EA جو بح‎ rc E 
e) e | 


G7 CA7 
+ 


det eto te ara t bee 


1 ہے‎ a 
eU eee کا ۴ ا ا‎ 
7 شا‎ AZAR 
ø 


o} ; 


Section 14 


, oar 7 A7 0 | 
bà ——— NC => 


ample vam V:27R‏ ل 


Example 2 V:28R 


C7 FA7 G-7 A-7 D7 7 C7 


Ab-7 Db7 G-7C7 66 


1 ےک‎ pa 
7 e 
G7 G- ; C7 FA7 Bb7 A-7 D7 Ge 
ا کر‎ aS LE E : | EL 
== | | — و‎ poc... ہے گے‎ 
سے‎ a مت‎ 
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4. Apply exercise #1 to a “free” harmonic setting, i.e. without chords. 
Example: Daily Practice Schedule - Chromatic Scale 
1. 30 minutes on selected chromatic scale patterns (select from exercises #1-30). 
2. 30 minutes on soloing with chromatic scales, exercise #1. 
3. 20 minutes on soloing with chromatic scales, exercise #2. 
4. 20 minutes on soloing with chromatic scales, exercise #3. 


5. 10 minutes on soloing with chromatic scales, exercise #4. 


ASS 


6. 10 minutes on the spirit and mood of the music. 


Tritonic Scales (TT) 


A tritonic scale is comprised of 3 different notes arranged in ascending order from a root tone to its octave. 

Exceptions include conventional triad forms, triad inversions, and structures comprised of intervals which 

would render the scale impractical for use in performance, e.g. C, D, B, C. 

The tritonic scale formula used throughout this discussion will be: Root, perfect 4th, perfect 5th, octave. 
Examples V:29 


C tritonic scale Ff tritonic scale 
to ] 
o == fo 1 
com e- io | 
> 
Root P4 P5 Octave Root P4 P5 Octave 


The tritonic scale can be “inverted” by starting the scale on the 4th or 5th degree. 


Example V:30 
Original scale 1st inversion 2nd inversion 
© e زه‎ 
O — O ES oO E 
o e HA e 9 
€ 
1 4 5 8 4 5 1 4 5 1 4 5 
When the 1st note of each inversion is thought of as a root tone, the interval analysis of the inverted scale 
becomes as follows: 
Example V:31 
Original scale 1st inversion 2nd inversion 
eo e 
age E EE 0 TEEN E o i 
=o © a — e 9 
e 
1 4 5 8 1 2 5 8 1 4 7 8 


The tritonic scale can also be likened to a major triad sus 4 chord, i.e. a major triad where the perfect 4th of 
the chord replaces the major 3rd. Melodies derived from this scale will sound similar to triad melodies because 
of the extremely angular melodic curves created. Like triads, tritonic scales can be applied to chords and used 
as harmonic or non-harmonic sources to derive melody while soloing. 


Following is a chart which lists the available [harmonic] tritonic scales per chord type. | suggest that you try 
them all first using a keyboard or comping tape, then select one or two preferred ones per chord type to 
practice and apply when soloing. 
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Section v 
` Chord Type — Chord Scale - ‘Available Tritonic Scales E 
1. Major 7/Major 6 | lonian “Hl, Ill, V, VI 
Lydian — UL VM 
7 Dominant 7 sus 4 :  Mixolydian تاد‎ 4 IL I V, vl J 0 
13. Dominant 7 | Mixolydian - | Il, V, VI, ۲ | 
| Lydian -7 1 LV VI LUTTE 
Altered NE | HI, HII VI i m 
WA 1 None iA 
Whole Tone MM “None 1 0 
4. Minor 6, Minor/Major7 i Melodic Minor (ascending) m | m E 1 
Minor/Major 7 | Harmonic Minor o 8 "n m 
5. Minor 7 Dorian |, Il, IV, V, VII | 
| Phrygian ۶۷۰ 
Aeolian | ۱,۱۷ V, ۶۷۱ 
| 6. Minor 7*5 | Locrian | bill, IV, » VII 
| 7. Diminished 7 1, 1/2 None | 
8. Augmented/Major 7 Lydian/Augmented (melodic min.) | VII 


tis important to first learn the tritonic scale in all (or at least several) keys on your instrument before applying 
it to chords and key-areas in a soloing context. Review the lesson on Lower Structure Triads in Section || 


(particularly pages 71-72) and practice the suggested preparation exercises using tritonic scales instead of 


triads. 


With key-area chord progressions, the same tritonic scale will often work (i.e. be harmonic) on each chord 


in the progression. 


[Note: Parenthesized notes are non-harmonic to the individual chord but harmonic to the key area. Their use 
is popular with or without resolution by step in this context.) 


Example V:32 
Major key Lind 
a D-7 G7 3 CA7 A-7 
O ol o e 
o Oo O O 
D tritonic 
b D-7 G7 CA7 A-7 
یىی‎ A B Cx 9 لت‎ O 0 © i 
e— هه‎ eo © 
E tritonic 
c D-7 G7 CA7 A-7 
| 1 I 
6 == n—1 ==: ے‎ 
<= O o == [97 © a Oo e E o © 
€ o o o 
A tritonic 
d D-7 G7 CA7 A-7 
o o . 0 : Q xi 
CY -«» 4 TOJ o- CX «3 ge —*- e- 1 
© eo وه وه ا‎ 7 
e) 
G tritonic 
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Section V sss Z 


Example V:32 (continued) 
Minor key 


a Do G7alt. Qu A7alt. 


56 be 
be bê X» = o _ 7 bo po رو‎ = Fo o 


Bb tritonic 
LA 
b Dg G7alt. C-7 A7alt. 
o | tor o o 
oe Qe | یىی‎ f 8 | 
e (e) e e 
C tritonic 
c De G7alt. C-7 A7alt. 
Gr e e e 
[ex o O o 
F tritonic 
d Do G7alt. C-7 A7alt. 
o o o o 
e E ES Ta = 
e e e 
G tritonic 
A single tritonic scale may work on two or more consecutive unrelated chords in a progression as well. 
Example V:33 
CA7 Fj-7 Bb7alt. E-7 
=== جح ڪڪ ڪڪ‎ 
o © e o 
o o fo o u 
B tritonic 


Therefore, tritonic scales may be selected and assignéd ona per-chord basis or per-key-area basis. 
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coy 


Soloing With Tritonic Scales, Exercises #1 and 2 


(Begin with individual chords, then chord patterns and tune progressions.) 


Select a harmonic setting, tempo and mode of accompaniment. Assign harmonic tritonic scales on a per- 
chord or per-key-area basis. Using the play/rest approach, improvise in the following ways throughout the 
solo: 


1. Use only the notes of the assigned tritonic scales. 


Example V:34R *. 


CA7 C-7 D7 
= ===. e = | c 
= as +  -ع‎ 7 0 7 
E tt = tritonic scale F tt i A tt | 
1 DbA7 CA7 E-7 A7 D-7 G7 ہی‎ 6-7-7 


0 
"a 
E 
" 
i 
۳ 
0 
1 
Si 
i 
o 
Ji 


Bbtt G tt Fett D tt 


E E-7 A7 D D-/C Ba E7alt. A A-/G Fa B7alt 
Te ES EE E ے‎ 
J E-7 A7 D-7 G7 7 p CA7 
eS ee 

Fett E tt F tt 


ERE 


2. Use the assigned tritonic scales at will. 


Example V:35R 


F-7 B-7 E7 Bb- 7 Eb7 7ھ‎ 07 D-7 67 


ie xen certe Ed = Pet 


Ag D 7 alt. GA7 TD A-7‏ 7ھ 
meet oe eric eg ICE‏ —— ےم Ga Tie‏ 
بجچےو د TUBE C Wu‏ 
B7alt.‏ 7چ D7alt. GA7‏ 
SS ee‏ 
Eb tt | — B btt‏ | 
EA7 C7alt. F-7 Bb-7 E-7 A7‏ 


ast IP | 
PEO 


(non-harmonic) 


AbA7 DbA7 l f Db-7 | Gb7 C.F F7 B-7 E7 
جخ < ہے ہے ےت ہہ‎ 
l Abtt i Ctt | 

Bb-7 Eb7 A-7 D7 Ab-7 Db7 G-7 C7 F-6 
EEE AAA 


Ebtt 


Non-Harmonic Tritonic Scales 


After learning to solo with harmonic tritonic scales, try them as a source for creating non-harmonic melody. 
Review the musical considerations for non-harmonic playing in Section V, Non-Harmonic Triads, and practice 
the suggested exercises using tritonic scales instead of triads. (See pages 147-151.) 


i jud eee eke Section V 
Example V:36R 


GA7 
i = y | q 5 ps 


EIS z T 
i B-7 E7 : pr. 
=a Se 
| m | 
i E7 A C-7 F7 B-7 E7 


Dbtt Abtt 


E Example: Daily Practice Schedule - Tritonic Scales 


1. 20 minutes using scale patterns on individual tritonic scales. 
2. 20 minutes improvising on individual tritonic scales. 
3. 20 minutes soloing with tritonic scales, exercise #1. 


4. 20 minutes soloing with tritonic scales, exercise #2. 


5. 30 minutes soloing with non-harmonic tritonic scales. 


سحممنٹسستینتن مج ججججد 


oO 


. 10 minutes on the spirit and mood of the music. 
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Tetratonic Scales (TRT) 
One common tetratonic scale (4-note scale) consists of the following scale degrees: root, perfect 4th, 
diminished 5th, major 7th, octave. 
Example V:37 
C tetratonic scale 
1 e O 
po i 
o ho) 
Root PA 05 (+4) A7 Octave 
This formula produces a symmetrical (repeating) arrangement of intervals, i.e. perfect 4th, minor 2nd, perfect 
Ath, minor 2nd. 
Example V:38 
C tetratonic scale 
P4 -2 P4 2 
[7 if 1T |f 1 1 
e TO 
uo be toy H 
€ 
Root P4 05 (+4) A7 Octave 
This particular tetratonic scale can also be derived from the whole-step/half-step and half-step/whole-step 
scales. It can be built (found) on the root, -3rd, 5th, and Méth of the 1, 1/2 scale, and on the -2nd, M3rd, 
P5th and -7th of the 1/2, 1 scale. 
Example V:39 
C (1, 1/2) 
P4 -2 P4 2 
T io if 1] 1 
a Root 4م‎ 05 A7 Octave 
o o 
Ss 3 
1 1/2 1 1/2 1 1/2 1 1/2 
B (1/2, 1) 
P4 -2 P4 2 
b r orsa E lr ir 1 
Root PA 05 A7 Octave 
o be 
*" 1,9 | 1/2 1 1/2 1 1/2 1 1/2 
There are a total of 6 different tetratonic scales using the above interval formula. They are: C, D», D, Eb, Eand 
E The G (Ff) tetratonic scale is an inversion of the C tetratonic scale, and vice-versa. The G tetratonic scale 
is an inversion of the D> (C*) tetratonic scale and vice versa. The G* (Ab) tetratonic scale is an inversion of the 
D tetratonicscale, and vice versa. The A tetratonic scale is an inversion of the E» tetratonic scale, and vice versa. 
The B tetratonic scale is an inversion of the E tetratonic scale, and vice versa. And, the B tetratonic scale is 
an inversion of the F tetratonic scale, and vice versa. 
Example V:40 
Gb(FE)TRT G TRT 
C TRT 1 Db(C $) TRT | 
1 e bo 1 1 bo. ho 
= + == 3 
eo 
7ھ‎ ATRT 
D TRT 1 EbTRT 
1 7 Q be ! be pe 
ho pote ho © 1 
-9- 1 ro 3 
e) O 
8۲ B TRT 
ETRT f i zi 
1 1 جه‎ bo i اھ‎ DO 2o 
y pay +0 9 T 7 Oo o 1 
oe i یج ےج‎ 
e- TO 1 
e) 
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Section V 


The tetratonic scale can be used as a completeley harmonic source to derive melody on any chord to which 
" a whole-step/half-step or half-stepAwhole-step scale can be applied as a conventional chord scale, i.e., on 
diminished chords (1, 1/2) and dominant 7 chords (1/2, 1) only. 


Example V:41 


EE i= جڪ‎ a jə m Fo 9 2 


The tetratonic scales which are completely harmonic to the above chord and scale are as follows: 


C/F$ (TRT) ۷۸ (TRT) 


== E کت‎ SS کچھ‎ 


C (1/2, 1) 
bx oo. AA 


The tetratonic scales which are completely harmonic to the above chord and scale are as follows: 


Ro 


Db/Gf (TRT) E/Bb (TRT) 


bo- 
Ls de تی‎ = = um os 


Section V 
However, tetratonic scales can also be effectively used as non-harmonic sources to derive melody on any 
chord, and at least 2 notes (sometimes 3) will always be harmonic to the chord. 
Example V:42 
5 CA7 C/fj (TRT) DIG (TRT) D/Ab (TRT) EVA (TRT) E/Bb (TRT) FB (TRT) 


A O SS 


q لے‎ 
| 
be Ga H O 
e o 
6 — B 0 po ke 9چ‎ zo 53 be jo 3 z pote 
C -6 
E c.AT = 
[9] H = e . 
as ی‎ ee نے کس ہج‎ 
۹ 25.۰ 
be = 
۵ o e 
[rn === = چ‎ 
e Co ES 
n bs S = 
ے‎ — O ۱ ہد‎ : Es 
gie etie Een 
f C97 
y be 1 e IE = bes 
SS ES i PS 
"ER. AIL re "EE a e oO i 
Melodies derived from the tetratonic scale will produce wide intervals and, therefore, very angular melodic 
curves, similar to the tritonic scale previously discussed. The minor 2nd interval in the tetratonic scale also 
allows stepwise motion (chromatic), as well as a strong, smooth way of resolving non-harmonic notes. 
Example V:43 


CA7 (using D TRT) 
سے‎ PŮ T ۱ ہے‎ 
6E Ea eu ae + سے و‎ c کے‎ pest 
e 2 o 7 ($e) 2 E | 


*[Note: Parenthesized notes are non-harmonic to the chord, but because of the strength of this tetratonic 
scale, non-harmonic notes need not always resolve by 1/2 step.] 


Section V 


Tetratonic Scales, Exercises #1-6 
1. Begin by practicing the 6 tetratonic scales on your instrument using various scale-pattern exercises. 

Example V:44 
TN 
8 


b * راع‎ M s ete, E 2. be 
6 A == 2 
o ee etc 
Lem 
AN ry 
c * ra 
A j 
6 gabe z ے۔ مگ ہے‎ = E يو تو‎ 
oe -— ba etc. 


¡$ 
e 
y 
IL 
e 
$ 

LI 
n 
) 
e 
E- 
$ 
e 
o 
$ 
١ 
ji 


® 2 etc 
IN 
EN و‎ 
e 2 e 9 = 
و‎ ope ہے‎ o —* 7 
7 $ J s x 
— e ce e zw e = 
oe ba etc. 
r 
+ IN 
f e e be 5 و‎ E " š 75 s be = 
2 “a 
1 
o oe etc 
A^ PE be . 
2 * وه‎ mz ES 


bd be etc. 
IN IN 
de سے‎ = oe 2 e- = ope e -e- 1 
© e e s e ہے‎ = s e ES e sce = i 
- yg e و‎ 7 Cle ¥ etc 
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Section V 


2. Practice improvising for several minutes on each individual tetratonic scale without applying it to a chord. 
Practice with and without a tempo. 


Example V:45R 


C tetratonic be 


GETAR بے ےہ ےی‎ repre 


E 1 1 E m n 
EEE meu et ھ ک‎ 


etc. 


3. Using a comping tape, practice soloing on individual dominant 7th and diminished 7th chords only, using 
completely harmonic tetratonic scales. E.G., on C7, E7, G7, A7, Db°7, E?7, G97, and Bb°7, use the 
Db/G and E/B tetratonic scales. 


Example V:46R 


C7 


- A م‎ | ] i = ia 
32 ےج ص ص‎ a= 


12 an PEIN 
بے‎ = be fe Peete ہے‎ == 
| y y لإ‎ 
etc. 
4. Using a comping tape, practice applying various non-harmonic tetratonic scales on individual chords. 


Example V:47R 


CA7 zm 
be = tf s 2 2 2 = He : E — 
L j l ] 
D/A} 8 
CA7 555 
Gg تج ڑے ےو ےا سے‎ i 
27 — nÀÓÀ — —À 0 ہہ‎ co RN = a bo 5 
30 B/F 
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E , Section ۷ 
C-7 b 
uw p m کے‎ E be م ہہ‎ 
ج ےد کے سے‎ 


5. Using a comping tape, practice applying harmonic and non-harmonic tetratonic scales to chord patterns. 


Example V:49R 


G7 CA7 


= EF | I I at te ہے‎ 


۱ 
F/B b ۸۵ D/Ab 


: 
ےج سے Ee‏ سجر ےد مور حم 


ع 


F/B E/B b 
CA7 A7 D-7 G7 CA7 AT D-7 G7 
S hb _ 
i A و ای‎ SS 
' EL/A CC RR | F/B | 
| . CA7 A7 D-7 G7 CA7 A7 D-7 G7 
ي ر‎ n ERI SS 
۱ G/Db F/B | | 


Section V 


6. Using a comping tape, practice applying harmonic and non-harmonic tetratonic scales to tune 


progressions. 
Ao D7 G-7 C7 C-7 F7 BbA7 EbA7 Ab-7 Db7 
. z ees eel hø : —— 
6 6 ہس نیب‎ 3 ji ہہ‎ a ete = 2 2 ? A 
EL/A C/Gb ۱ b E/Bb 
GbA7 7ه‎ Ca 9م‎ BbA7 Ag D7 jum 
6 p 
— سے س۰ س_-‎ 2 
2 | 2 | z qa. pe 
سے سے کس ہےر تر کے کہ لیب ہر‎ 
۱ EL/A i F/B 
G-7 C7 C-7 F7 87 ۸7 7جھ‎ Db7 GbA7 ChAT 
10 حم سے‎ M M 
qr PE کے تحت ےھ‎ bes کے‎ ett === 
: = = fo | 
| isd iu E i ] 3 l > 
E/Bb D/A b 
Ce رع‎ 9 BbA7 Eg A79 DA7 Eg 9ھ‎ 
15 ‘eee! 
al 1 1 — | 
p 4 5 » je te qe [78 N De " 1 
ےک کڪ‎ ee eee eee 
0 C/Gb | G/C # E/Bb G/Db 
DA7 D-7 G7 CA7 Eb-7 Ab7 G7 


D/Ab Eb/A B/F 
" Ag D79 e CT qm F7 BbA7 EbA7 
= e 
> I EE. علي و‎ p ker t اسم‎ 
T l Gb/C ۱ 
Ab-7 Db7 GbA7 CbA7 Cg E279. BbA7 


b fe be معطم‎ r be 2 == | 
or گے‎ Ut dto A و ہے‎ 


Example: Daily Practice Schedule - Tetratonic Scales 


1. 15 minutes on exercise #1. 
2. 15 minutes on exercise #2. 
3. 15 minutes on exercise #3. 
. 15 minutes on exercise #4. 


5. 15 minutes on exercise #5. 


6. 30 minutes on exercise #6. 


ISSO) 
p 


7. 15 minutes on the spirit and mood of the music. 
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About the author 


Hal Crook began studying music at the age of 5. He graduated summa cum laude from Berklee College of 
Music in 1971 with a Bachelor of Music Degree in Composition and Arranging. Hal is a former member of 
the Phil Woods Quintet and currently tours with his own band and teaches at Berklee. He lives with his wife 
Joyce and their daughter Zoe in Attleboro, Massachusetts. 
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Phil Woods Quintet 
+ Flash, Concord 
* All Bird's Children, Concord 
* Live At Catalina's, Milestone 
* September Song (release pending) 
Phil Woods’ Little Big Band i 
* Evolution, Concord 
* Real Life, Chesky 
Jerry Bergonzi / Hal Crook Quintet 
* Conjunction, Konnex 
* XO, Outland 


Nick Brignola (with Kenny Barron, Randy Brecker) 
3 What It Takes, Reservoir Music 


Tommy Flanagan / Phil Woods 
# Here's To My Lady, Chesky 


Herb Pomeroy Big Band 
# Pramlatta's Hips, Shiah 


Jay Branford Septet 


+ Seven Point Perspective, Accurate 


Dick Johnson's Swingshift 
# Swingshift, Concord 


Greg Abate Quartet (with James Williams, Rufus Reid and Kenny Washington) 
# Bop City: Live At Birdland, Candid 


Phil Woods / Big Bang Orchestra 


+ Embraceable You, Philology 


Danny Moretti (with Mike Stern, Dave Samuels) 
# Point Of Entry, Par Records 


Duke Bellaire Jazz Orchestra 
* Live At Bovi's, Argonne 


Berklee College Recording Band 


* Jazz In The Classroom - Volume XIII, Berklee Press 


Hal Crook 
+ Trio, Outland 
* Hello Heaven, Omnisound 


+ Creative Comping For Improvisation - Volume |, II, Ill, Advance Music 


* appears as performer/composer/arranger 
+ appears as performer 


# appears as composer/arranger 


Index 


> 


Accompaniment, types of, for practicing 14 

Activity, melodic, constant vs. continuous 27; 
(see also Rhythmic density, Rhythmic Values, 
Pacing) 

Aeolian mode 54-56 

Altered dominant scale 45, 54-56 

Applying topics, in harmonic settings 
intempos 14; 
with types of accompaniment 14 

Approach, to practicing improvisation vs. 
performing 10-12; 
melodic (see Embellishment, melodic); 
play/rest 13, 17-22 

Arpeggio patterns 73 

Articulation, staccato, legato 65, 66 

Augmentation, motif development technique 
101, 102 

Augmented chords 54-56 

Augmented scales 54-56 

Awareness, time 62: 
dynamics 65 


13-14; 


B 


Balance, need for in solo 17 


C 


Chords, types of, formation of 54-55, 57; 
most common types of 78; 
contracting duration of 133-135; 
expanding duration of 136, 137; 
leaping at point of change 43-47 

Chord scales 53; 
information chart 54-55; 
application chart 56; 
exercise patterns 57,58; 
how to practice 57, 58; 
improvising with 58, 60; 
with non-harmonic tones 

Chord sound 48, 54, 55 

Chord tones 48, 54, 55; 
practicing 4-part chords 78, 79; 
improvising with 80, 81; (see also Lower 
Structure Triads 71-78) 

Chromatic scale, applied to chords 163; 
exercise patterns 164-166; 
improvising with 166-170 

Communication, musical 14, 17, 18, 62, 65; (see 
also Peak Points) 

Continuity, musical 48, 86 

Creativity, in practicing improvisation 11, 12 

Curve, melodic, in motif development 82, 86 


114-117 


D 


Density, rhythmic 29-31 

Development, motif, common types of 87, 88; 
abbreviations for analysis 88; 
exercises 89-93 


Diminished chords 54-56 

Diminished scales 54-56 

Diminution, motif development technique 
104 

Direct resolution 37 

Discipline 11, 12 

Displacement, rhythmic 95-101; (see also 
Rhythmic Displacement) 

Dominant chords 54-56 

Dominant scales 54-56 

Dorian mode 54-56 

Double time 140, 141 

Drums, applying topics to 

Dynamics, natural 63, 64; 
general 64, 65; 
awareness exercises 65 


103- 


14, 15 


E 


Ear, playing by 11, 12; 
learning melodies and chord progressions by 
23, 24; 
resolving non-harmonic notes by 39-42 
Embellishment, melodic and rhythmic, common 
techniques 34-36; 
guide-tone lines 50-52; 
in motif development 86 
Enjoyment, of practicing 12 
Equipment, materials 14 
Examples, recorded from text 12, 13 
Expanding chord duration 136, 137 
Extension, motif development technique 87, 91, 
92 
Extension/Fragmentation, motif development 
technique 88, 92, 93 


F 


Fragmentation, motif development 
“technique 87, 91, 92 1 

Fragmentation/Extension, motif development 
technique 88, 92, 93 

Free improvisation 11, 14 

Fun, with practicing improvisation 12 


G 


Guide-tone lines, levels of sophistication 48-50; 
embellishing 50-52 

Guide-tones 48; 
points of departure and targets 51, 52 


H 


Half diminished chords 
785 chords) 

Half time 141-143 

HalfAwhole scale 54, 55 

Harmonic, melody notes 37-43 

Harmonic minor scale 54-56 

Harmonic settings 13, 14 

Harmonic tones 7 

Hearing, controlling solo by ear 
Ear) 


54, 55; (see also minor 


11, 12; (see also 


Index 
How to play, topics included in 13 
I 
improvisation, approach to practicing 10-16 


Impulse to play, responding to 18 

Indirect resolution 37, 38 

Inside playing 147; (see also Melody, derived 
from harmonic sources) 

Instrument registers 128, 129 

Intuition, musical, conditioning of 12; 
controlling solo by ear 11 

lonian mode 54-56 

lonian/augmented scale 54-56 


L 


Leaps, melodic, during chord change 43-47; 
échapé 35; 
preparing and resolving non-harmonic notes 
37 
Legato, articulation 65-67 
Lengths, of solo 145 
Locrian mode 54-56; 
other Locrian scales 54-57 
Locrian*13 7 
Locrian49 7 
Lower structure triads 
Lydian mode 54-57; 
other Lydian scales 54-57 
Lydian’? 57 
Lydian/augmented 57 


71-78, 107 


M 


Major chords 54-56 
Major scale 54-56; 
non-harmonic 158 
Materials, practice aids, equipment 
organizing to practice 10-12 
Melodic curve 82, 86 
Melodic minor scale 7 
Melodic range 138, 139 
Melody, song 23-26; 
embellishment of 34-36; 
non-harmonic notes 37-43; 
motion at point of chord change 43-47; 
guide tone lines 48-52; 
motific 81-85; 
motif development 86-93; 
derived from non-harmonic sources 147- 
162, 174, 175, 177, 177, 178, 180-182; 
chromatic 163-170; 
range 138, 139; 
phrasing 26-28; 
harmonic 37; 
derived from harmonic sources 53-55, 67-81, 
105-113, 170-175, 176-182; 
quotes 25, 26 
Memorization, method of 23, 24 
Method, target 11, 12; 
of memorizing melody and chord progressions 
23-24 
Minor chords 54-56 


14; musical 


185 


dex 


dinor scales 54-56 
dinor 7+5 chords 54-56 
linor 755 scales 54-56 
Aixolydian mode 54-56; 
other mixolydian scales 54-56 
ixolydian ^9 ^13 7 
Aotif(s), 1 and 2-measure 81, 82; 
developable 82,83; 
soloing with 82, 83; 
contrasting 83; 
using rhythm only 83 
Aotif development 86; 
common types 87-93; 
abbreviations for analysis 8 
Aulti-motif phrases 84; 
using rhythm only 84; 
soloing with 85 


V 


Jon-harmonic, melody notes 37-43; 
sources used to derive melody - triads 147- 
150; 
triad couplings 151-155; 
pentatonic scales 155-157; 
major scales 158; 
symmetrical scales 159-162; 
chromatic scale 163-170; 
tritonic scale 174, 175; 
tetratonic scale 178-182; 
chord scales with selected non-harmonic notes 


114-117 


2 


Jutside playing 147; (see also Non-harmonic, 
sources used to derive melody) 


ver the bar line (or beat line) phrasing 131-133 


2 


‘acing, play/rest approach 13, 17-22; 
impulse to play 18; 
play/rest combinations 19-21 

arent scale 54-57 

atterns, scale, 4-note groupings 67-71; 
arpeggio 73; (see also Scales) 

eak points, sustaining 143, 144 

entatonic scales, major and minor 108; 
used on other chord scales 110; 
how to practice 111; 
applying to chords 112; 
other forms 113; 
non-harmonic 155-157 

erseverance 11, 12 

hrase lengths 26-28 

jrasing, over the bar line 131-138; 
lengths 26-28 

irygian mode 54-56 

ay/rest approach 13, 17-22 

racticing, approach to 10-12; 
improvisation 10-16; 
organizing materials for 10-12; 
selecting topics for 12; 


56 


target method of 11, 12; 
using restrictions in 11, 12; 
versus performing 11, 12; 
recording your 12, 14, 16, 22; 
enjoyment of 12; 
discipline required for 11, 12; 
having fun with 12; 
progress from 11; 
accompaniment for 14; 
harmonic settings for 13, 14; 
tempos for 14; 
advice and thoughts about 15, 16; 
developing routines for 15, 16; 
5-phase strategy for 16; 
schedules (rotating) for 28, 29; 
prerequisites for 9, 13, 16 
Prerequisites, for unsupervised study of book 9; 
for study of individual topic (When To Play) 
13; 
for understanding each topic 6 


R 


Range, melodic 138, 139 
Registers, instrumental 128, 129 
Resolution, method of 37, 38 
Rest, use of in solos 17-19, 27; (see also Pacing) 
Restriction, musical, use of to develop ability 11, 
12 
Rhythmic density 29-31; 
displacement 95-101; 
embellishment 34-36; 
values 118-124 


Routine, practice 15, 16 


5 


Scales, chord, summary 53-54; 


application to chords by harmonic function 
“56j ” , 
exercise patterns/how to practice 57, 58; 
improvising with 58, 60; 
major 54-56; 
non-harmonic major 158, 159; 
pentatonic 108-113; 
non-harmonic pentatonic 155-157; 
symmetrical 54-56; 
non-harmonic symmetrical 159-162; 
chromatic 163-170; 
tritonic 170-175; 
tetratonic 176-182; 
parent 54, 57; 
patterns 67-71, 179; 
with non-harmonic tones 114-117 
Schedules, practice (examples) 22; 
rotating 28, 29 
Sequence, motif development technique 48, 49, 
86 
Settings, harmonic 13, 14 
Signals, musical communication 143, 144 
Solo lengths 145 
Song melody 23-26 


Space, use of insolos 17-19, 27; (see also Pacing) 


Staccato, articulation 65-67 


Strategy, 5-phase practice 16 
Stretching the time 61, 62 
Swing feel, 8th notes 32; 
with accents 3 
Symmetrical scales 54-56 
Syncopation 33, 125-127 


T 


Target method, o practiting 11,12 
Tempos, for daily practice 13 
Tensions, allowable (harmonic) 48, 54, 55 
Tetratonic scale 176; 
harmonic application 177; 
non-harmonic application 178; 
exercise patterns 179; 
improvising with 180-182 
Time, rhythmic feel, jazz, swing, accents 32-34; 
"floating" 32; 
stretching the 61, 62; 
awareness 62; 
double 140, 141; 
half 141-143 
Topics, of improvising 8-13; 


selecting for practice 12; 

order to practice in 13; 

applying with drums 14, 15; 

applied in harmonic settings 13, 14; 

applied in tempos 14; 

applied with types of accompaniment 14 
Triads, lower structure 71, 72, 76; 

practicing 72; 

arpeggio patterns 73; 

improvising with (LST) 76-78; 

upper structure 105, 106; 

improvising with (UST) 106; 

combining lower and upper structure 107; 

non-harmonic 147-151; 

in couplings 151-155 


...-dritonic scale 170; 


applied to chords 171, 172; 
improvising with 173, 174; 
non-harmonic 174, 175 


U 


Unprepared approach 36 

Upper structure triads 105-107; 
improvising with 106; 
combining lower and 107 


۷ 


Values, rhythmic 118-124 
Variation, motif development technique 87, 89, 
90 


What to play, topics covered 13 
When to play, topics covered 13 
Whole/half tone scale 54-56 
Whole tone scale 54-56 


